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FOREWORD 
This thesis is a study of the early works of Pramoedya 
Ananta Toer. It is restricted to those shorter works written 
before 1952 which are set in Elora. Most of these are included 
in the collection Cerita Dari Elora, although two works to be 
discussed, Eukan Pasar Malam and 'Dia Yang Menyerah' (also 
included in Cerita Dari Elora) were published separately. The 
discussion is focussed on the family relationships shown in the 
stories. Further it attempts to show how each story is 
constructed, and how Pramoedya re-arranged much of his early 
life experiences, in different patterns according to the 
emphasis that he wished to develop in each work of fiction. 
Since the Indonesian language has undergone a change 
in its spelling system since the stories were first published, 
all quotations, names of places and the like have been changed 
into the new spelling for the sake of consistency. The reader's 
indulgence is requested if by mischance some inconsistencies 
remain at large. 
This thesis has been written under the close supervision 
of Professor A.H. Johns, who went through the drafts with 
patience and suggested several invaluable improvements and to whom 
I extend my warmest and heartiest thanks. 
Dr Supomo my co-supervisor, Mrs C.P. Woodcraft-Lee, 
Mrs B. Ballard, Mrs J. Lingard, and Mr K. Healy, who despite 
their busy schedules, have all given earlier drafts of this work 
the benefit of extensive and careful criticism. I am most grateful 
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to them. 
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enough to help me with my problems and coped with my many queries. 
Furthermore, my very special thanks to Dr V. Matheson and Dr I.Proudfoot 
for their valuable time and criticism and also for their help in making 
this thesis a reality. I would also like to take this opportunity to 
thank my parents for their confidence and trust during my period overseas. 
And most importantly too I am very grateful to Pramoedya himself for the 
interesting and enlightening interview he gave me in Jakarta in March 
1983 . . I would like also to thank specially H.B. Jassin and his staff at 
the 'Pusat Dokumantasi H.B. Jassin', Taman Ismail Marzuki, Jakarta for 
their valuable assistance. 
Thanks are also due to my typists, Mrs M. Tie and Mrs. E. McNaughton 
who did a superb job in typing out this thesis, to the Faculty of Asian 
Studies, staff of Menzies and Chifley Libraries, A.N.U., and all the 
friends who have helped me in what must at times have seemed to them 
an unrewarding task_ 
Last but not least, I would like to thank my sponsors, the Universiti 
Sains Malaysia - Penang, the Jabatan Perkhidmatan Awam Malaysia, and 
the Australian National University for giving me the opportunity to 
undertake this research. 
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CHAPTER I 
INTRODUCTION 
This thesis begins with a biography of the writer Pramoedya 
Ananta Toer, one of Indonesia's most outstanding writers of modern 
literature. Since, as we shall see later, a knowledge of his life 
is important for understanding his literary career, it is necessary 
to give an account of his life in some detail. 
There are biographical sources which give details of Pramoedya's 
life, and these are sufficient to give an outline of his career. 1 
But in March 1983 I was fortunate enough to have an interview with 
him in the course of which he gave a great deal of information 
relevant to the understanding of his development as a writer, not 
available elsewhere. Accordingly a useful approach seemed to be first, 
to give a brief account of his life as available from published 
sources, and then to bring in the results of the interview - both 
to add depth to the other material and to show its relevance to his 
career as a writer. 
Pramoedya Ananta Toer was born in Elora, Central Java on the 6th 
of February 1925. At a very early age, Pramoedya was eager to go to 
school. The only local primary school was run by his father, so there 
was no alternative but to go to his father's school. Because he was 
below school age (he was four .years old) when he started, he was slow 
at his work, which disappointed his father. He acknowledges that it 
took him six years to complete three years of his schooling. 2 Because 
of his 'weak' performance his father had to coach him privately after 
school. (Pramoedya said that as a child he was very weak physically 
and that many times he was thought to be near death. He was born 
prematurely at eight months, and it was amazing how he could have 
survived, he said). It was during these private lessons that he 
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learnt many things from his father, some of which were to remain with 
him all his life. These included stories about nature, stories from 
the Javanese wayang theatre, nationalist ideas, and the depression and 
sufferings caused by Dutch colonial rule. Pramoedya recalls that even 
as a child his family, especially his father had injected in him a 
feeling of resentment towards the colonialists and a determination to 
resist their presence. Thus his father contributed a great deal to the 
formation of his mental attitudes. His mother on the other hand had a 
great influence on his personality and social behaviour. Coming from a 
priyayi or upper class background, she had certain priyayi values and 
styles of behaviour which she wanted to impose on her children. Thus, 
for example, she kept her distance from her servants and the common 
folk and expected the children to do the same. 
After finishing his primary and secondary schooling, Pramoedya 
attended a Radio Trade School in Surabaya in 1940. He completed the 
course, but had to return to Elora as his mother was ailing. As a 
result of her illness, during the Japanese occupation, Pramoedya was 
burdened with the financial responsibility of providing for all eight 
of his younger brothers and sisters, for his father was always away 
from home. This he did by cycling thirty kilometers every day to 
3 Cepu, to sell tobacco. 
In May 1942, shortly after the Japanese occupation, Pramoedya's 
mother died at the age of thirty four. His younger sister then had 
to take care of the house-hold for the rest of the family. Shortly 
after that Pramoedya left Elora for Jakarta. He gave no explanation 
3 
for this action. Possibly he dreaded the thought of his father's 
return. 
Despite his training as a radio technician, in Jakarta he worked 
in the Domei Press Agency (a Japanese run enterprise, where Adam Malik, 
a radical nationalist and an associate of the Trotskyite Tan Malaka, 
held a po~ition), 4 followed various courses including short-hand, 
made the acquaintance of various political leaders and became 
interested in literature. He left Domei in 1945 after a quarrel over 
a raise in salary to which a promotion should have entitled him, 5 
and in June left Jakarta to roam around Java. However, in October he 
joined the Siliwangi Division of the new Republic which was stationed 
at Cikampek. In the middle of 1946 he became its press officer, with 
the rank of second lieutenant. When after a long, hard battle, 
Kranji - Bekasi (a small town a few kilometers from Jakarta) fell into 
Dutch hands, he was one of the last three to leave. This battle 
experience was later to be used in his creative writing. Despite his 
courage, shortly after this he left the army, because of the re-
organisation of the armed forces which was enforced by Hatta in the 
same year. According to one interview, however, it was also because 
h f 1 h h h . . . 6 e et tat t ere was too muc corruption in it. 
After a short stay in Cikampek, in January 1947 he returned to 
Jakarta where he worked with the Voice of Free Indonesia. It was in 
Jakarta in the same year that his novel KI'anji Bekasi Jatuh (The Fall 
of Kranji Bekasi) based on his experiences as a soldier, was published. 
It was during this period too that he made the acquaintance of the 
literary critic H.B. Jassin. On 21 July 1947 what was to be known as 
the Dutch Police Action occurred. Pramoedya was arrested by the Dutch 
marines. He had on him papers which the marines regarded as incriminating. 
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He was tortured and held in various prison camps, mainly in Eukit Duri 
and on the small island of Edam (in the bay of Jakarta), until the end 
of December 1949, when he was released on the formal transfer of 
sovereignty to Indonesia. During his stay in prison he wrote many 
short stories and a few novels. 
In 1950 he married Arfah Iljas, a girl whom he got to know in 
prison where she worked with the Red Cross and used to visit him 
frequently. In May 1950 he got a job with BaZai Pustaka (the government 
publishing house), but two days after this he had to return to Elora 
because he received news that his father was dying. After his father's 
death, he had once again to take over the responsibility of caring for 
his younger siblings. He found himself with heavy financial burdens, 
which in the long run ruined his marriage. 
He left BaZai Pustaka after his return from Elora. In 1951 he 
established his own literary agency Duta7 (one of his own works was 
published there) and in 1953 he was sufficiently recognized both in 
Indonesia and abroad, to be invited to Holland as guest of the Sticussa -
Stichting CuZtureZe SamemJerking (Dutch Foundation for Cultural 
Cooperation). His time in The Netherlands was a great disappointment 
to him. He felt out of place because of what he saw as the cultural 
arrogance of the Indonesians accompanying him. Moreover he was disgusted 
by Dutch social arrogance. It was at this time too that he learnt that 
he had lost his sole source of income, royalties from BaZai Pustaka. 
Muhammad Yamin had been made Minister of Education, and as Minister of 
Education his first action had been to stop BaZai Pustaka from accepting 
anything but government publications. (Pramoedya was surprised at this 
action because Yamin was a literary writer too). This resulted after 
his return in frequent domestic arguments. His marriage broke up in 1954. 
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Early the following year he was remarried, to Maimunah, the niece of 
Husni Thamrin (an Indonesian nationalist leader). 
A milestone in Pramoedya's career was his visit to Peking in 
October 1956 as guest at the commemoration of the twentieth anniversary 
of the death of Lu Hsun, a famous Chinese author. He was greatly 
impressed ·by the achievements of the Chinese revolution. After his 
visit to China he became more and more involved in the social and 
political problems of his country and became increasingly identified 
with the Indonesian Communist Party (Partai Komunis Indonesia) commonly 
known as the P.K.I. 
In the years following 1956, Pramoedya's star rose in proportion 
to the degree that Indonesian policy turned towards China, and the 
P.K.I. and its associated organisations including Lekra - Lembaga 
Kebudayaan Rakyat (a left wing literary organisation) - became increasingly 
powerful and influential. This period represents a high point in his 
career. He took a very active part in the left wing radical nationalist 
opposition to what was to be known as the Manikebu affair: Manikebu being 
Manifesto Kebudayaan (Cultural Manifesto) issued by those literary 
figures, H.B. Jassin, Trisno Sumardjo, Wiratmo Sukito and nineteen others, 
still true to the ideals of universal humanism, who were increasingly 
under threat from the left wing ideology. In addition Pramoedya became 
editor of Lentra (a literary column of the leftist daily Bintang Timur) . 8 
With the volte face in Indonesia after the abortive coup of 30th September, 
1965, Pramoedya's leading role came to an end. Once more he found himself 
in jail, 9 and then exiled to the island of Buru. For fourteen years he 
was detained there without trial, and was only released in December 1979, 
exactly thirty years after his first release from jail. 
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10 Prarnoedya's father Mas Toer was the son of a naib (religious 
teacher) from Kediri, while his mother Saidah, was the daughter of a 
penghulu (a senior religious official) in Rembang. Both of Pramoedya's 
parents were from strong Muslim families. Mas Toer was a nationalist 
school teacher, initially in the government Hollandsche Indische School, 
popularly· known as H.I.S. (Dutch Indigenous School) in Rembang. 
Pramoedya's mother was a pupil of Mas Toer in H.I.S. Rembang. After 
their marriage, Toer resigned his position at H.I.S. to become head-
d . 11 ( ) 1 master of Bu~ Utomo Noble Endeavour, a private school in Bora 
founded in 1918 by Dr. Soetomo. In 1924 Pramoedya's father and his 
family left Rembang to settle permanently in Elora. Pramoedya was born 
the following year. 
As a 'daerah minus' (the expression is Pramoedya's, which means 
'impoverished area'), Elora has historically provided fertile land 
for protest movements. The Samin movement first started in Blora. 12 
The physical appearance of Elora is stark. The region is of limestone, 
dry, and in some parts arid and difficult to irrigate, supporting little 
vegetation. The only river that flows through Elora supplying water for 
irrigation is the River Lusi. Yet even with this supply of water, only 
limited areas around Elora could be set aside for growing crops. 13 
The crop yields were of low quality, meagre and hardly sufficient to 
support the densely populated villages of the region. Rice, the staple 
food, does not grow well, so cassava, corn, and in some parts, tobacco 
were grown. The non-inhabited areas of Elora were covered with teak 
forest which supplied some income for the people from the interior. 
This rather harsh environment was the scene of Pramoedya's childhood . 
As well as being a convinced nationalist, Pramoedya's father was 
also a vigorous administrator. At Budi Utomo he made radical changes ~ 
7 
When Dr. Soetomo founded the school he used a Dutch curriculum. 
However, by 1924 Ki Hadjar Dewantara's Taman Siswa (The Garden of 
Learning) philosophy was gaining influence, and Toer adapted his 
curriculum to make use of Hi hadjar Dewantara's ideas. 14 Politically 
too, change was imminent and nationalism was a 'hot' issue. The anti-
colonialist, non-cooperative movement had more influence than the 
· lS Bud. Ut b 1 d h . .d cooperative movement. ~ omo e onge tote cooperative si e, 
but when Pramoedya's father took over the headmastership of the school 
it switched sides from co- to non-cooperative. 16 
As a result of the change in the curriculum, Budi Utomo lost its 
right to a subsidy from the colonial government. The funds available 
were not sufficient to support the school and Toer had to subsidise it 
from his own resources helped by donations from his relatives. That he 
was prepared to do this is evidence of the strength of his nationalist 
feelings. Despite the shortage of funds Toer managed to expand the 
school. A measure of his success was his expansion of it from an 
institution with two classrooms to one with seven classrooms. The 
school became noted for its independent policies. Toer was noted for 
his self reliance and prepared his own stencilled text books for the 
subjects taught there. 
His dedication to his school meant that his family had to live 
moderately and simply (sederhana). To supplement the meagre income, 
Toer's wife had to work in the garden or ladang. Because of constant 
financial crisis, many conflicts arose between the parents. 
From a very early age Pramoedya was aware of the difference in 
outlook in his parents, a difference which in later years were to 
create a rift between them although their 'nationalist' feelings kept 
them together. In the interview, Pramoedya explains their differences 
by attributing it to their different background and upbringing. 
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His mother, as noted earlier, came from the priyayi class whereas 
his father was a commoner. In this respect she was different from her 
husband, who refused even to be addressed as Mas. She had been educated 
by private tutors coming to her house to teach her Dutch and religion. 
His father, however, gained his education on the strength of his own 
abilities-. Being a bright student he was awarded a scholarship from the 
Dutch government. 
Pramoedya~smaternal grandmother, it is true came from a lower class 
background. She became a 'temporary' priyayi when she married his grand-
father, a 'true' priyayi. This, however, was only a 'trial marriage' 
(kawin percobaan). The priyayi were expected to marry someone of the 
same social class as themselves. Before such a marriage was concluded, 
however, it was common practice to marry someone of a lower class on a 
temporary basis, until a priyayi spouse could be found. Pramoedya's 
grandfather was no exception. After having a number of children from 
the kawin percobaan, one of whom was Pramoedya's mother, the grandmother 
was asked to go, leaving behind her children with her ex-husband. 
Pramoedya's grandmother, after her divorce, reverted to her original 
social class (common folk) and then married a man of her own class. 
Thus it will be seen that she was effectively cut off from her daughter 
who was brought up as a priyayi. The new wife, a priyayi, though she 
gave the same treatment to her husband's children from his previous 
marriage, was happier when herstep~hildren were no longer her responsi-
bility. Pramoedya's mother was then married off to Toer, a man who was 
many years her senior. (She was eighteen and he was thirty-two. Perhaps 
this accounts for the gap in their ages and also their difference in 
outlook). 
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Pramoedya's mother was thus raised in a priyayi house~hold. Her 
religious upbringing too was different from that of the father. She 
had 'pure' religious upbringing as was customary among coastal Muslims 
(Islam pantai). Her husband, however, came from the interior (Islam 
pedalaman), and although a staunch Muslim was also devoted to the 
Javanese cultural tradition, which is steeped in Hindu tradition 
(reflected in the wayang theatre). His mother was very pious and 
constantly read the Qur'an. The legacy of traditional Javanese culture 
that meant so much to her husband was something that she was ignorant 
of and unable to appreciate. It will be realised that Pramoedya during 
his childhood and youth was torn between these two attitudes and later 
we shall see this conflict appear in his works. In the interview, 
Pramoedya admitted that he was more drawn to his mother's view than to 
that of his father, but since he was brought up and grew up in a society 
where such Javanist culture was very strong, he could not totally free 
himself from its influences. On this A.H. Johns has commented: 
As an ethnic Javanese, Pramoedya's works show a marked 
influence of the Javanese cultural tradition of his 
region. He is essentially Javanese in his cultural 
attitudes, though at times he feels that these cultural 
traditions have a constricting influence on his. Thus 
he is ambivalent in his attitude to his own culture. 
And it is this ambivalence - his isolation from and 
commitment to his Javanese traditions - that is the 
source of much of the emotional intensity of his work17 
an intensity that at times degenerates into hysteria. 
This ambivalence clearly was rooted in his relationships with his 
parents. 
In family conflicts Pramoedya, being close to his mother, often 
took her side, as a result of which a rift developed between him and 
his father, comparable to that between his father and mother. As the 
years passed this gap widened and reached a point that he hardly talked 
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to his father. Pramoedya said that his father then spent his time 
either reading, writing prose and poetry (of which he was very fond) 
in Javanese, Dutch, and Indonesian or he would simply be away from 
home for days. He seemed to be living in a world of his own (hidup 
dalam dirinya sendiri). More important, Pramoedya goes on to say that 
since they lived in a small town like Blora where it was not possible 
to publish anything, his father's written works were never publicly 
known nor his talent recognized. When asked whether his gift for writing 
was inherited from his father, Pramoedya simply answered that he did 
not know. Possibly, this answer suggests that even in 1983, long after 
his father's death, Pramoedya still harboured a deep resentment against 
him. It would be surprising were this resentment not to show itself in 
the treatment and characterisation of the father figures in his writings. 
When Pramoedya began to write, Bahasa Indonesia was well established 
as a literary language. The government publishing house Balai Pustaka 
had been publishing popular novels since the early twenties. In the 
thirties, a new poetry, whatever in retrospect its limitations, had 
been established and in the pages of the cultural periodical Pujangga 
Baru published between 1933 - 1942, a wide range of issues concerning 
life, culture and society had been discussed. 
In 1948, the first three years of Indonesia's Independence, Chairil 
Anwar had written his most characteristic poetry. Idrus had published 
his brilliant sketches and other poets and authors such as Sitar Situ-
morang, Ajip Rosidi, and Asrul Sani were making their mark. Among his 
other outstanding contemporaries were Achdiat Karta Mihardja, Utuy 
Tatang Sontani, Mochtar Lubis, and Balfas. Takdir Alisjahbana, although 
no longer writing fiction or poetry, was still very active. How much, 
if at all, these or other Indonesian authors influenced Pramoedya 
11 
directly or indirectly is difficult to say. He claims not to have 
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read them. But one thing is certain: for many years he was Indonesia's 
only full-time professional author. As early as 1952 his works by their 
sheer volume over-shadowed those of his contemporaries. Idrus's works 
were all on a small scale and he is important, most of all as a stylist, 
f . f h . k h · 1· · 19 being amous or w at is nown as t e new simp icity. His most 
characteristic writings (none of them published until after the Japanese 
surrender) are short stories and vignettes included in the collection 
Dari Ave Maria ke JaZan Lain ke Roma (From Ave Maria to Another Road to 
Rome) published in 1948. Mochtar Lubis at that time, although he had 
published a short novel (his first) Tidak Ada Esok (There is No Tomorrow) 
was best known as a journalist and Utuy Tatang Sontani as playwright, 
though both had novels to their credit. Achdiat had created a sensation 
with a single novel Atheis (An Atheist, 1949), but had not been a 
prolific writer; the most important of his works after this novel is 
a collection of stories entitled Keretakan dan Ketegangan (Cracks and 
Tension) published in 1956. 20 
Pramoedya began his literary career when he was press officier for 
the Badan Keamanan Rakyat (a kind of people's militia), at Cikampek in 
the middle of 1946. 21 It was at this time that he wrote his first novel, 
SepuZuh KepaZa Nica (Ten Nica Heads), the manuscript of which was lost 
by the publisher. 22 In fact Pramoedya had started to write fairly 
early in his life when he was still a child. He wrote, so he said, 
whatever came to his mind, basing his writing mostly on personal 
experiences and his surroundings. The reason for writing, he said, 
was to work out his personal tensions - tension within the family and 
around him. He would write down anything that made him unhappy. 
After having put on paper what had been troubling him, he said he felt 
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as though a load had been l ifted from his mind. And soon it became 
a habit for him to write down whatever troubled him even up to the 
present. He claims that at first he had no thought of publication, 
and says that even today he is not primarily interested in seeing his 
works published. 23 A few years later, in 1946, he tried his luck by 
sending his short story 'Kemana?' ('Whither?') to Panca Raya (a news-
paper), and to his surprise it was published. 24 
During this period too he became acquainted with the works of 
European authors. Pramoedya was well acquainted with authors such as 
Gorki, Stringberg, Ibsen, Tolstoi and Steinbeck, some of whose works 
he was later to translate into Bahasa Indonesia. Gorki's skill as a 
short story writer, Ibsen's and Strindberg's exposure of hypocrisy 
left a certain influence on him. This is argued by Jassin who points 
out that Pramoedya became acquainted with these authors fairly early 
. h. 25 in is career. 
In view of the volume and range of Pramoedya's writing, selecting 
just one aspect of his works for analysis in this thesis was a problem. 
Every category of his writing is of interest. He has written novels, 
for example, Keluarga Gerilya; short stories, for example 'Subuh'; 
essays - mostly on literature and politics - for example; 'Kesusasteraan 
Sebagai Alat'; biography, for example Panggil Aku Kartini Saja; 
journalism, for example 'Dua bulan setelah Pr>oklamasi'; and translations, 
for example Manusia Sejati. A study of any one of these categories 
26 
could be fruitful in contributing to our understanding of the man. 
A cluster of his early works appeared between 1950 - 1952. These 
include Perburuan (Fugitive, 1950), Percika:n Revolusi (Sparks of 
Revolution, 1950), Keluarga Gerilya (The Guerilla Family ., 1950) _, 
Mereka Yang Dilwrrpuhkan (They Who Were Paralysed, vol. 1, 1950, 
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vol. 2, 1951)~ Eukan Pasar Malam (No Night Carnival, 1951), and 
Cerita Dari Elora (Stories from Elora~ 1952). It is not always possible 
to be sure how long before publication some of these works were written. 
However, some, particularly the short stories, were dated by Pramoedya 
at the time of writing. 
Perburuan 27 is a story enacted in twenty-four hours, set on the 
eve of the Japanese surrender. It is about the flight of an Indonesian 
officer, Hardo, to evade capture after his unsuccessful attempt against 
the Japanese. It is in this story specifically that we see Javanese 
overtones. Hardo himself is reminiscent of Arjuna; his long sojourn 
in the cave echoes Arjuna's asceticism on Mount Indrakila, and his 
disregard for material comforts, broad humanitarianism, and capacity 
for miraculous escape from the Japanese, strengthen this impression. 28 
This novel won a literary prize from Balai Pustaka in 1950. 
Me~eka Yang IJi· 1 umpuhkan29 · 11 · f h · b d · & is a co ection o sort stories ase 
on Pramoedya's experiences when he was confined in Bukit Duri prison 
between 1947 - 1949. The stories show a series of portraits of strange 
people with their strange ways: the boastful blacksmith, the unlucky 
guerilla sergeant, a negro commandant from Surinam, a body builder, 
cruel, sturdy and troublesome, yet in a certain sense good hearted, 
the tuberculosis sufferer who had been maltreated and was a victim of 
everyone and the traitor Suaib. Though strange in their ways, they 
are all real people whom Pramoedya became acquainted with while in 
prison. 
C ·t D • E 1 30 . 1 h . er~ a ar~ &Ora contains e evens ort stories, (see Appendix A 
for list of stories), one of which is virtually a short novel. The 
volume is substantial. Most of the stories in this collection were 
written a few months after Pramoedya's release from jail in 1949. 
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Though the dates for events in the stories are not given, the first 
seven short stories, from internal evidence are clearly set in the 
colonial period. 31 Through his characters, he portrays the misery of 
the oppressed and the suppressed. The humiliation suffered at the 
hands of the Dutch colonialists, may be seen in 'Kemudian Lahirlah Dia' 
and 'Hidup Yang Tak Diharapkan' ('The Unwanted Life'). The remaining 
d . h J . d · f h 32 four stories are set uring t e apanese occupation an its a termat . 
The collection won a prize for the best prose writing in 1952 from BMKN 
(Badan Musyawarah Kebudayaan National). 33 It was first published by 
Balai Pustaka., Jakarta, also in 1952. 
. . k 34 (S . A further collection of stories, Cer~ta Dar~ Ja arta tor~es 
from Jakarta) was published in 1957, but represents stories that were 
written as early as 1948. They are by and large satitical perhaps 
just as are those of Idrus, although there is a more obvious measure 
of personal involvement than those of Idrus. 
The underlying themes of most of Pramoedya's early works, derive 
from his perceptions and experiences of problems confronting Indonesian, 
largely Javanese society, and the Javanese people during this period 
of change, and to a more limited extent, from problems faced by Javanese 
living in a colonial society. But the dominant themes are social 
hypocrisy, man destroyed by circumstances, poverty, disappointed ideals, 
the destructiveness of time and submission to fate, man at the mercy of 
a hostile environment. Because of the need to survive, people have to 
give up their sense of loyalty to friends and other human values -
they are forced to steal from and destroy each other. The themes, 
characters and incidents are all presented so vividly, that to read 
his stories is to experience them. Since so many of Pramoedya's writings 
are based on his own experiences, Professor Teeuw has commented that 
15 
such stories sometimes read as autobiography rather than fiction. 35 
This, however, is simply a tribute to Pramoedya's skill. 
Among these early writings, especially the shorter ones, stories 
using scenes from childhood set in Blora are very striking, particu-
larly in view of the fact that Pramoedya is best known as an author 
of the revolution. This is an aspect of his work that is of special 
interest, because from his early works we are able to trace the author's 
psychological development. These works reflect Pramoedya's personality 
as a writer as well as giving a picture of his formative years - the 
influences he underwent and the pressures that he faced. It is also 
interesting to note the tensions prevailing in these stories - tensions 
whichPranoedya himself experienced and which later gave rise to conflict 
in him. Further consideration shows how different his approach to 
childhood was from that of other authors. 
These scenes of childhood are particularly effective because they 
are so closely linked with his birthplace. In my interview with him, 
Pramoedya admitted that he had a kind of mystical attachment to his 
birthplace. The reason for this attachment, he said, was because all 
his memories (be they happy or sad) were inseparable from Blora. 
Possibly other people would consider this statement as empty talk 
(membual), he said, but it was here that the first spark of hatred 
towards the colonialists was kindled in him. It was here too that he 
was aware of the suppressions and oppressions of the strong over the 
weak and it was in Blora where his personality and perceptions were 
formed. It is perhaps in this way that we should see Pramoedya's 
fascinations with Blora at a particular period of his life as an author. 
This fascination is most clearly depicted in his early works. 
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It is often a writer's early work which provide the best key to 
an understanding of his literary personality and talent, and serves 
as an index of his potential and achievement. And, in Pramoedya's case, 
this early work has not yet been thoroughly investigated. It is the 
purpose of this thesis to look more closely at some of Pramoedya's 
early shorter works, those written between 1949 - 1952. More specifi-
cally, my aim will be to examine personal relationships as reflected 
in those works set in Elora. In effect the focus is on selected short 
stories of childhood ('Kemudian Lahirlah Dia' - 'Then He Was Born', 
'Yang Sud.ah Hilang' - 'Things That Have Disappeared', 'Sunat' -
'Circwncision', 'Inem' - 'Inem', 'Yang Menyewakan Diri' - 'The 
Hireling 1 , 'Pelarian Yang Tak Vicari' - 'The UrtlJJanted Escapade', and 
'Dia Yang Menyerah' - 1She Who Yielded') from the collection Cerita 
Dari Elora (the remaining stories in the collection fall outside the 
category as we have defined it. 'Yang Hitam' - 'In Darkness', for 
example, is not a childhood story, but the author's critique of social 
injustice inherent in his society) and the short novel Bukan Pasar 
Malam. 36 
Bukan Pasar Malam is not included in the collection Cerita Dari 
Elora. It is short enough, however, to belong to our working definition -
short early works. It is set in Elora and thematically it belongs, 
because of its vivid picture of family relationships, even if the 
narrator is an adult. But more importantly, as we shall see, it grows 
out of the materials used in these scenes of childhood stories, and 
perhaps as we shall see may be regarded as an attempt to resolve once 
and for all, the child - father conflict that occurs in so many of 
Pramoedya's stories. 
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Stories based on scenes from childhood are still not very common 
in Indonesian literature. Not only this, autobiographical writings too 
are rare. In Siti Nurbaya 37 (Siti Nurbaya), for example, there are no 
convincing pictures of childhood scenes, nor in any of the Sumatran 
melodramas of that period. Salah Asuhan38 ( A Wrong Upbringing) which 
is most closer to a novel in the modern sense than anything written 
before Belenggu39 (Bondage) which likewise does not treat the experiences 
of childhood. Salasih, in Kalau Tak Untung 40 (If Fortune does not 
Favour), it is true, speaks of growing up, but does not enter into the 
mind or perceptions of childhood, let alone uses them as material for 
general comments on society. Takdir Alisjahbana's novels contribute 
nothing to our understanding of this area of life in fiction, neither 
does Armijn Pane in Belenggu. 
Achdiat's novel Atheis41 , it is true, gives a vivid account of 
growing up in a family in West Java. But the scenes from childhood 
in this work do not have the inwardness and tension that is to be 
found in Pramoedya's stories. 
As for autobiographical writings that give an account of child-
hood they are very few and far between. Only two that are well known, 
Nur Sutan Iskandar's Pengalaman Masa Kecil42 (Childhood Experiences) 
and Muhammad Radjab's Semasa Kecil Dikampung43 (My Childhood in the 
Village). Autobiography is not fiction, however, and in any case 
these two works are at best not more than vignettes of certain 
adventures and incidents occurring in childhood. They are not an 
interpretation of childhood, or sustained narratives. 
Even in stories of childhood written after Pramoedya, such as 
Ajip Rosidi's Ditengah KeluaYga44 (In the Family), we do not find this 
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intensity. Indonesian authors rarely use the exploration of childhood 
relationships as a device to make conunents on human life in general. 
This group of Pramoedya's stories, therefore, deserves special 
attention, for it is in them that perhaps his most important contri-
bution to Indonesian literature is to be found. Others wrote about 
war and revolution, but he was the first to express so clearly the 
dishonesty and hypocrisy that infects life in the family from the 
earliest years. It is paradoxical that Indonesian, and in particular 
Javanese authors made so little use of scenes of childhood, and the 
kind of umbilical cord that ties them to their birthplace. 
The vividness and immediacy of these stories is absent from the 
collection Cerita Dari Jakarta, and disappears from his writings after 
1954 onwards, when political ideas began to dominate his outlook. From 
conununicating an awareness of social problems, he becomes more and 
more concerned with imposing solutions. 
This adds to the importance of the collection Cerita Dari Elora 
and the number of stories in it based on scenes of childhood and 
perceptions of family relationships. The descriptions of place and 
atmosphere are vivid, the people and their relationships are convincing -
and added to all this is a mercilessly accurate exposure of hypocrisy 
and dishonesty in the relations between parents and children, and 
between the better-off and the poor. The weak are at the mercy of the 
strong, whether the strong are Javanese or Dutch. The characters then 
become victims of circumstances. 
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CHAPTER 2 
HOPE AND DESPAIR 
The stories in the collection Cerita Dari Elora, are 
based for the most part on reminiscences of childhood, seen and 
interpreted from the vantage point of the author's experience 
of the revolution and his imprisonment by the Dutch. These 
stories are structured around family relationships and rites of 
passage in a village setting. On some occasions, it is not 
possible to identify the time about which they were written. 
In others they can be linked with particular historical events. 
All the stories in this collection give a picture of the 
degredation of society as a result of poverty and war: a 
society in a state of decay, people losing their moral values 
due to poverty and the need to survive, even neighbours 
robbing and killing neighbours. 
When he was in prison, Pramoedya frequently thought of 
his birth place, Blora, and his childhood days there surrounded 
by his large family: his parents, especially his mother, his 
brothers and sisters and all the people around him. H.B. Jassin 
remarks that: 
Dalam semua cerita Pram terasa-rasa 
kekeluargaan yang erat antara pelakon-
pelakon. Seorang demi seorang, kita bisa 
dapati kembali tokoh-tokoh ayah, ibu, gadis-
gadis yang keibuan dalam keluarga, anak-anak 
lelaki, masing-masing dengan rasa tanggung 
jawab yang besar. Dan sebagai satu keluarga 
guru yang ingin maju, kita selalu dapati 
pikiran: belajarlah baik-baik untuk kebaikan 
hari kemudian.1 
In all Pramoedya's stories we can feel 
the strong family spirit amongst the 
characters. One by one we can trace back 
the father figure, the mother, girls with 
motherly attitudes, and sons with strong 
feelings of responsibility. Since he 
came from a teacher's family, advice like: 
study hard so that you will have a better 
future, can be found in most of his 
stories. 
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In atmosphere and background some of these stories in 
the collection are closely related to the short novel Bukan 
Pasar 0alam,
2 
to be discussed later. Both the collection and this 
short novel are set in Elora. Some of the stories in the 
collection however deal with Blora during the author's 
childhood, and others deal with Blora during the various regimes 
that held sway there, the Dutch, the Japanese and the Republic. 
Bukan Pasar Malam only deals with Blora after the revolution. 
In most of these stories, we can feel the presence of 
Pramoedya himself, as if Pramoedya is experiencing the events 
he describes. B. Rangkuti puts it thus: 
Kerapkali terasa kepada kita bahwa pad.a 
tokoh-tokoh yang dilukiskannya ada 
membayang Pram sendiri, sampai kepada 
lukisan terang-terangan, balMa yang 
mengalami sesuatu cerita adalah ia 
seruliri, jadi ceritanya bersifat 
lukisan tentang anutan rohaniahnya 
seruliri, dilontarkan kepada latar-
belakang masyarakat. Tetapi kesemua 
nya itu dituangkannya dalam suatu gaya, 
yang segra meminta perhatian kita, 
sehingga terasa kita seolah-olah 
ditempatkan ditengah-tengah yang 
digambarkan.3 
We often feel that the characters reflect 
Pramoedya himself, even to the extent 
that it is he who is experiencing the 
events described. His stories reflect 
his point of view with the society as 
the background. But he presents it in 
a way that immediately attracts our 
attention, so that we feel as if we have 
been drawn into the events he is 
describing. 
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Pramoedya at the time he wrote his stories, felt 
discontented with his society, discontented at the way it was 
falling to pieces, and with all the signs of disintegration 
around him. It was a discontent which at that time he could 
express only in writing. At the same time he was too closely 
involved in his own culture to reject its values entirely. 
Both the stories to be discussed in this chapter, 
'Kemudian Lahirlah Dia' and 'Yang Sudah Hilang', are base<l on 
reminiscences of his childhood. The style of each is 
markedly different, though both are about time past. 'Yano 0 
Sudah Hilang' is more literary in presentation, almost poetic; 
'Kemudian Lahirlah Dia' is structured more simply and in this 
story the passing of time is not seen as a destroyer, as in 
'Yang Sudah Hilang ', but shows the future as open to hope. 
The short story 'Kemudian Lahirlah Dia', was written in 
Jakarta in August 1950, and was first published in this 
collection (Cerita Dari Blora). 4 It is set in the thirties. 
It is about an upsurge of nationalist feeling, centered on the 
school run by the narrator's father under the influence of 
Gandhi's Swadeshi movement which swept through the villages 
of Central Java at that time. This movement is an expression 
of the stirring of hope for the renewal of his society. It 
resulted in changes in his home-town, as the narrator tells us, 
changes that he did not understand but could feel and see: 
Kehidupan sederhana dikota kecil kami 
tiba-tiba berubah. Walaupun perubahan 
itu tak kuketahui betul tapi ada 
kurasai. (p. 92) 
The simple life in our small town suddenly 
changed. Although I did not exactly 
know what the changes were, I could feel 
them. 
25 
There was a new atmosphere in and around the village. 
Everybody was busy with activities and organisations. The 
children sang patriotic songs almost every morning. The 
narrator and his brothers were sent by their father to join 
the Scout movement. His father, who was head of a private 
school and a nationalist activist, worked hard to eliminate 
illiteracy. Various other organisations were formed, and 
in addition to the classes to eliminate illiteracy, courses in 
politics and economics were organised, all pioneered by his 
father. Because of all these activities, which took much of 
his time, the father was seldom home. 
The response from the villagers was encouraging. 
Children and adults attended the classes and courses. The 
youth busied themselves with various social organisations and 
sporting activities. The priayis formed drama, music and 
other cultural groups devoted to such activities as ketoprak, 
wayang purwa, beksa and gamelan. 
The narrator's mother too was busy with women's 
organisations of which she was patron. At that time she was 
expecting a baby, a child whose birth will be seen to have a 
symbolic role later in the story. Besides helping the women in 
the organisations, the mother was also busy with her children, 
I. 
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teaching them values not taught at school. She taugh t her 
children to love the simple things in life. '"Whatever you 
want to be, be the best", were words often on her lips. "What 
you gain through your own efforts is always better than what 
i II is g ven to you. She planted in their minds the idea that 
Indonesia would soon be governed by its own people, not by the 
Dutch. Of course the narrator could not understand much of 
what she said. She then assured him that: 
"Engkau masih kecil sekarang. Nanti, kalau 
kau sudah lepas dari satu sekolahan lagi 
dan auka membaca buku-buku tebal seperti 
bapak, engkau akan banyak mengetahui, 
anakku - dan ubi yang kau tanam itu kelak 
akan beI'Umbi. Juga pekerjaan orang-orang 
sekarang yang menghendaki pemerintahan 
bangsa sendiri." (p. 94) 
"You are too young now. Later when you 
have finished your schooling and can read 
thick books like father, you will come to 
know many things, my son - and the ca~sava 
that you have planted will have put down 
its roots. So too will the work of the 
people now who want a government of their 
own people." 
During this period cottage industries flourished. 
People deliberately chose to wear lurik, a type of coarse 
locally-made material, in place of imported materials. All 
imported materials were burnt. Old tyres crune into use. They 
could be made into thongs. People were contented, incomes were 
-
adequate and if these developments continued, many could look 
forward to a better future. But the narrator himself was not 
able to see the importance of all that was happening and did 
not feel the need to have it explained. 
However, this movement did not continue for long. The 
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'shining era' came to an abrupt end. His father received a 
warning letter from the Dutch government forbidding him to 
continue with his activities. All his books were confiscated, 
the electricity supply for the school was cut off and the 
whole movement collapsed. With this came also the gradual moral 
collapse of his father. He became very subdued and as no more 
visitors came to their house, the family became isolated. His 
mother too lost her vitality and her activities became fewer. 
The implication is that, because of political pressure, people 
were a~raid to be seen associating with the father. 
The father, though no longer active in the community, 
was still away from home a great deal. When at home, he 
always appeared restless. The child did not understand why 
his father should still be so often out of the house. In 
answer to his questions his mother told him: 
"Ayalunu sangat kecewa. Engkau takkan 
mengerti apa maksudku. Engkau masih kanak-
kanak dan tak pernah merasai kekecewaan orang 
dewasa. Ayahmu kecewa, dan dia membutuhkan 
hiburan." (p. 105) 
"Your father is very frustrated. 
You won't understand what I mean. You 
are still a child and have never experienced 
an adult's frustrations. Your father is 
frustrated, he needs consolation." 
Thus although the narrator was never really satisfied with his 
mother's answers, he could not press her for more details 
because of his age, as he said regretfully: 
Bunda tak mau meneruskan keterangannya 
sekali pun aku bertanya terus. Dan aku 
diharuskan bersenang hati menunggu beberapa 
tahun lagi untuk mengerti dengan sendirinya. 
(p. 100) 
Mother refused to explain even though I 
continued asking. I was forced to be 
contented and wait a few more years to 
understand for myself. 
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His mother was initially able to endure his father's 
absence for quite a while, but eventually it became unbearable 
for her too. She thought that his need for hiburan (consolation) 
would only be temporary but when there was no improvement, on 
one occasion when he had been away from home for several days, 
she sent the child with a note to look for him. The narrator 
could not restrain his childish curiosity; he wanted to know 
the contents of the letter and his curiosity membatalkan 
ketakutanku, and he opened and read the letter. The words of 
the letter made him weep. From it he could sense the tension 
between his parents. The letter reads as follows: 
Adakah engkau tak pernah memikirkan machluk 
yang sedang kukandungkan ini? Hormatilah 
dia dengan tirakatmu pada Yang Mahakuasa, 
agar kelak dia jadi manusia yang berbudi 
dan cerdas. 
"Pulanglah! 
Sekiranya engkau tak sudi pulang setelah 
menerima surat ini, doakan saja aku mati 
dengan memba:wa anakmu yang belwn kulahirkan 
ini keliang kubur. (p. 108) 
Have you no thought for the child in my 
womb? Respect him by devoting yourself 
to God, so that the child may grow to be 
an honourable and wise person. 
Come home! 
If you do not wish to come home when you 
receive this letter, pray that I die 
taking your unborn child with me to the 
grave. 
His father did come home, but he stayed only for a week. Soon 
29 
his companions came to invite him out again. Strangely enough, 
his moth~r said nothing. 
After the swadeshi movement collapsed, people drifted 
back to their old habits. Those who had invested their money 
in vario~s co-operatives during the period of activity were 
embittered at the thought of the money they had lost. To forget 
their frustrations, many of them went in for gambling and cock-
fighting. Some became thieves and brigands and many of them 
were sent to prison when they were caught. 
In the midst of all these depressing circumstances, 
the narrator's fourth sibling was born. The mother hoped this 
new son would not be affected by his surroundings but dia akan 
twnbuh sendiri. His father was not at home at the time of the 
child's birth. He had to be sent for any only arrived at dawn, 
after the child was born. There was a note of bitterness in the 
mother's voice when she said, addressing her words to him more 
than to anyone else: 
uDia takkan mendapat apa-apa dari kau. 
Juga tidak dari tempat dan jconannya. Dia 
akan tumbuh sendiri. " ( p. 112) 
"He will not get anything 
from this place and time. 
in his own way." 
from you. Nor 
He will grow 
With the birth of this child, swadeshi had drawn its last 
breath. So had the efforts to eliminate illiteracy and all the 
other activities. Instead, crime was on the increase and so 
were gambling and cock-fighting. The police force had to be 
strengthened. 
II 
I 
30 
The story has given a picture of the efforts by the 
nationalists to achieve social prosperity through various kinds 
of self-help activities which were stifled by the colonial 
government. It is told by an adult narrator, looking back and 
re-experiencing his childhood. This child narrator, although 
innocent, was naturally inquisitive and perceptive. Thus he 
noticed many things going on around him, things which baffled 
him. His mother was naturally the first person he turned to 
with all his queries. Sometimes he could not understand her 
answer~ and at other times she would just say that he would 
understand things better when he grew up. He was conscious of 
his age and realised that children had to be good listeners 
only and not ask many questions. Age had an important role 
in his society and the authority brought by age runs through 
many of Pramoedya's stories. Status is to an important degree 
decided by age in Javanese society. The authority that age 
gives is easily abused, and the helplessness of the young, 
forced to remain submissive and silent before their elders is 
one of the themes that Pramoedya returns to again and again. 
It did not take him long to understand a few things 
through his own observations and experiences. By chance he 
found out for himself the reason for his father's frequent absence 
from home. He caugqt sight of him gambling on the front 
verandah of other people's houses and sometimes at a Chinese 
man's house. Thus he understood well enough what his mother 
had meant by hiburan (consolation). But he could never bring 
himself to ask his mother if this was what she meant by hiburan. 
He was too ashamed of his discovery, and he could sense that his 
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mother also did not want to speak about his father's habit. 
The narrator always thought of his mother with 
affection and attachment. She was his closest friend and teacher. 
During periods of difficulties, it was she who held the family 
together. She never complained, never breathed a word to her 
children about their father's gambling. Patiently she coped 
with everything and to her son's constant queries about the 
father's absence she answered: 
"Ya, ayahmu ja.rang dirwnah. Ayah sedang 
menanam ubi untukmu kelak -
· puluhan tahun yang akan datang - ubi 
yang takkan hahis-habisnya kaumakan." 
"Ubi yang takkan hahis-habisnya?" 
tanya ku. 
"Ya, ubi. Maksudku ubi bukan yang kau 
makan sekaraYJg. Maksudku ubi yang 
hanya dapat d.imakan kalau engkau sudah 
beeru:>. Maksudku keadaan yang lebih baik 
dru:>i ini. Lebih baik untukmu nanti 
daripada untukmu sekarang. Juga untuk 
kawan-kazJa.runu. " ( p • 9 5) 
"Yes, your father is seldom home. He 
is planting cassava for the future -
cassava that you will never finish eating." 
"Cassava? Forever?" I asked. 
"Yes, not the kind you eat now. I mean the 
kind that can only be eaten when you are a 
man, when things are better than they are 
now. When they are better for you then 
than they are now. And for your friends 
too." 
She tried continuously to create a good impression of the 
father though she knew that it was far from the truth. This 
deception in trying to hide the truth from the child arose not 
because the mother was indifferent to the family's disgrace. 
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She did it simply because she wanted to protect the child from 
disillusion and the danger of hating his father if he were to 
find out the truth. She believed that the truth would do him 
more harm than her deception. Besides, she hoped that he would 
be able to understand things better as he grew older, as she 
kept on telli~ him: 
"Kelak engkau akan mengerti sonder 
diceritai." (p. 95) 
"One day you will understand without 
its being explained to you." 
The mother has many Javanese traits. She is playing 
the role of a typical Javanese wife, very patient and submissive 
to her husband's whims. According to the Javanese ideals, a 
wife should always pasrah (submit) to circumstances. A good 
wife must never argue with her husband. This attitude of the 
mother towards the father is strengthened by her religious 
background. The father, who also believes in these cultural 
values, exploits them for his own benefit. This is not of course 
to say that the father represents the Javanese ideal of a 
husband. The mother tries to live up to the ideals and the father 
does not. It appears that the author is idealising the mother, 
and perhaps exaggerating the unsympathetic aspects of the 
father, showing him not only as morally degenerate, but 
totalling lacking in will. 
The courage and endurance of the mother is the source 
of new life for the family. In the face of set-backs, the father goes 
to pieces, though when first introduced, he appears to be an 
outstanding personality with a gift for leadership. He is 
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said to be a man deeply devoted to social progress and Nationalist 
ideals. ~e is opposed to Dutch rule which he told to his wife : 
"Jan.gan dikira orang barat akan tetap 
Zebih tin.ggi daripada orang timur." 
(p. 93) 
'~Don't imagine that the Europeans will 
be always superior to the Asians." 
But once he has lost his drive and sense of purpose, he has no 
further interest in the Dutch and their political authority. 
The father's despair created a rift between him and his wife, who 
protest~d strongly when he brought home his gambling friends: 
"Ini rumah dimana semua anakku selain 
yan.g pertama kulahirkan. Aku tak rela 
rumah ini dipergunakan untuk tempat judi. 
En.gkau harus ingat pada anak-anakmu." 
(p. 109) 
"This is the house where all my children 
except the first were born. I am unwilling 
to turn it into a gambling place. You have 
to think of your children." 
It was the first time that his mother ever objected to anything 
her husband did or refused to allow visitors into the house as 
far as the narrator recalled: 
Baru sekali itu bunda tak sudi menerima 
tcunu ayah. (p. 109) 
The principal theme of the story, in fact, is of a 
man destroyed and defeated_ by circumstances, largely political. 
The political decision that put an end to all his activities 
was too much for him to bear. He became frustrated and took to 
gambling as an outlet to his frustrations. The warning letter 
from the Dutch authorities brought an immediate change in him. 
The child narrator saw his father attempt to recover a sense 
of purpos~, but give up and leave home again. This despair 
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not only affected his father but the whole village. Disillusion 
was everywhere and thus the whole village degenerated. 
In this story the principal relationship is between 
mother and son. The father and son relationship does not 
develop. Their relationship is one-sided because although 
the son longed for his father's company, the father was at 
first, so busy with his activities and after these were brought 
to a halt, with gambling, that he hardly had time for his family. 
In fact he hardly bothered to develop a relationship with his 
son. The mother had to take up the responsibilities neglected 
by the father in the bringing up of her children, thus making 
her much closer to them. 
The significance of the title 'Kemudian Lahirlah Dia' 
is this: the new birth is a metaphor for the dawning of a new 
and brighter day. The development of the child in the womb is 
a process, symbolic of the maturing of a new age. The metaphor 
is an assurance of hope, for the author and perhaps for the 
reader too. It seems to offer hope that certain goals will be 
achieved, as Pramoedya wrote in his concluding sentence: 
Tapi matari akan terbit 'lagi diufuk timur. 
(p. 113) 
But the sun will rise again in the east. 
But before the dawning of this new day, they had to live 
through the dark night of the present. There is hope despite 
the set-backs and temptations to despair. The seeds for a 
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brighter future have been planted. The mother believed that 
something was developing, that a new age was to be born. This is 
clear when she uses the metaphor menanam ubi (planting cassava), 
to refer to the first stirrings and ideals of the Nationalist 
movement. Ubi (cassava) is a plant, the edible part of which 
grows underground: the process of growth is hidden from sight. 
Though hidden, it yields results - just as the Nationalist 
movement would. Every activity and movement had to be 
'underground', but with time, they would yield their fruit. 
'Yang SudahHilang' 5 is the first story in the Cerita 
Dari Elora collection. For the most part, it appears to be 
based on the author's childhood reminiscences from the age 
of two, told in the first person. A child narrator recounts 
nostalgic reminiscences of people who had been close to him, 
most of all his mother, his father and their maid Nyi Kin. 
At the heart of the story is the tension between his parents 
over the father's gambling. 
It begins when the narrator is two years old. One of 
his earliest memories is his fear of the sight and sound of 
the clumps of bamboos when the wind blew. He would quickly run 
crying to his mother's lap. She would try to comfort him, 
telling him that it was only the bamboo singing, and then caress 
his thin cheeks and sing him to sleep. But all these 
remembered things have gone, as the adult narrator now realises, 
gone like the banks and bamboos eroded by the continually 
flowing River Lusi. 
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The family's maid, Nyi Kin, is a divorcee with syphilis. 
The disease had destroyed an ankle and an eye, and completely 
ravaged her beauty. Since she has no children of her own, Nyi 
Kin loves the narrator as a son. They were happy together, and 
like his mother she too used to tell him stories. Her stories, 
however, were episodes from Ramayana and Mahabharata whereas his 
mother told him stories of war heroes in neighbouring Asian 
countries. 
One day, Nyi Kin suddenly disappears from the house, 
and his· mother tells him that she had been taken ill. Her 
absence leaves him with a feeling of loss and loneliness. He 
weeps, longing for her to return but, with the passing of 
time the feeling of loss gradually vanishes. Nyi Kin never did 
return and it was only years later that he found out the real 
reason for her disappearance: she had been dismissed because 
she had stolen, or the mother thought she had stolen, some 
spices from the kitchen. His mother would not tolerate such 
behaviour in her house. This discovery brought him to the 
realisation that adults tell lies, and that the adult world is 
full of hypocrisy and deception. This same discovery is 
portrayed in the story 'Kemudian_ Lahirlah Dia'. 
A new maid replaced Nyi Kin. The narrator became close 
-
to her too. He was three then, and used to get up at five in 
the mornings to follow her to the kitchen when she started to 
prepare breakfast. But she did not stay with the family for 
long. She fled because she was afraid to tell the narrator's 
mother that a monkey had attacked her. 
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When he was three, the child narrator was very fond 
of his f a_ther, and the father likewise of him. Their 
relationship was very close, as he recalled: 
Biasanya ayah datang dari sekolahan dengan 
tertawa riang. Dipanggilnya dulu namaku 
(i.a.n nama adikku yang berwrrur setahun itu. 
Baru setelah menaiumi kami, ia masuk kekamar 
berganti pakaian, kemudian duduk dengan bunda 
menghadapi meja makan. Dan aku berdiri 
disamping bunda, turut makan pula. Sambil 
makan ia menyuapi daku. Dan setelah 
menerima suapan, aku berlari-lari kesana-
kemari hingga nasi dimulut habis 
terkunyah dan kutelan sekali. (p. 27) 
Usually father came home from school 
smiling happily. He would call for me 
and my one year old brother. After 
kissing us he would go to his room to 
change, then he would sit with mother at 
the dining table. I would stand beside 
mother and eat too. He would feed me 
and after each mouthful I would run 
around with my mouth full of rice until 
I finished chewing and swallowing it. 
But then he begins to be absent from home a great deal. The 
narrator gradually became aware that his mother spent much 
of her time praying and reciting the Qur' an, especially at 
night. Her voice had been very good but now he noticed that 
it was becoming hoarse and jerkey. Often he would ask why she 
prayed so much and her answer was: 
"Agar ayahmu se la lu se lamat. Supaya 
ayaJurru dijauhkan dari perbuatan 
maksiat. Supaya engkau selamat.u 
(p. 29) 
"So that your father will always be 
kept from doing evil. So that you will 
be safe too." 
This is how be became conscious of his father's absence 
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from home. Since he had been close to his father, this 
absence became unbearable to him. He could not pray or recite 
the Qur'anas did his mother, so as an outlet for his feelings 
he started screaming for his father. It was an ordeal for the 
mother to try to stem his hysterical cries. Again and again 
messages were sent to the father asking him to come home, but 
in vain. And as time passed, the boy became used to the 
father's absence. His mother too gave in to time (menyerah 
pada waktu). Instead of hoping and working for her husband's 
return~ she grew closer to her children, and would often take 
them out for long walks away from the home. On these outings 
she would tell them stories about nature - about birds, about 
the River Lusi, about the padi fields, about animals, and many 
more which the child enjoyed. The narrator recognizes that it 
was these stories that shaped his understanding of the world 
as he grew older. Whenever she had the chance, the mother 
would warn her children against ever doing evil - a warning that 
the child did not understand. Indirectly she was warning them 
against the evil of gambling, and the danger of following their 
father's example. 
Structurally, the story falls into three sections. 
The first deals with the child's relations with his mother and 
his nurse-maids; the second, his relationship with his father, 
and through his child's eyes the separation between his 
father and mother, and the waning of his affection for his 
father; the third deals with the strengthening of the bond 
between mother and son, and the mother's surrender of every 
6 interest apart from her children. 
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The events described are presented mostly in a 
disconnected sequence, as a series of memories, some important 
some not. It is as though the author is putting together a 
composite. picture out of the fragments which his memory 
recaptures. Perhaps one of the motivations for writing the 
story is a longing to recapture lost time through a careful re-
arrangement of the images of the past. 
An interesting technical feature of the story is the 
use of two narrators, the child - as we have seen - and an 
adult, and this device produces a stream of consciousness 
effect that is tinged with nostalgia. Though not all the 
memories are happy, the child is sorry that these events are 
now forever out of reach in the past. He tries to recapture 
them, jumbling together his memories of them like the pieces of 
a jigsaw. He records all the details they contain together 
with the emotions accompanying them. He is very much involved 
in them, Some create in him a sense of bitterness, but he is 
not sure against whom the bitterness should be directed. Yet 
even the troubling events of the past are preferable to the 
present in which he feels completely lost and bewildered, with 
nothing to hold on to - the past is bathed in a warm, comforting 
glow, the present has only misery. 
From the description that the child gives, it is 
evident that the father has little regard for his wife's 
feelings. The child's innocent remarks about his mother's 
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sadness do not attract his attention, and he listens to them 
without showing any concern. Many times the son would innocently 
say: 
"Ibu semalam menga.J1- terus, pak. 
Mengaj i terus. " ( p • 30) 
"Father, last night mother recited 
the Qur'an continuously. tt 
"Bapak, bapak! Kemaren ibu juga 
menangis. " ( p. 38) 
"Father, father! Last night too 
mother was crying." 
He pays no attention to her disapproval of his buying fire-
works for the festival of the ending of the fast (lebaran). 
Instead, each year he would annoy her by buying huge quantities 
of fire-works. He would have done so indefinitely had not an 
adopted son of his had an accident with a fire-work. After 
this, he never bought them again. It was not his wife's 
annoyance that stopped him but the accident. The father is thus 
shown to be self-centred and inconsiderate of his wife's feelings. 
Nevertheless, although the mother is loving and 
always there to protect the child and comfort him when needed, 
it is the father that gets his affection. He longs for the 
father's presence especially when evening draws on. The child 
has love for his father which later in the story is to be 
unrequited, and for which the mother's love cannot compensate: 
Sehabis mandi, ayah tak juga datang. 
Aku mulai menangis . .... Aku menangis 
dan menangis. Kekosongan kian lama 
kian menggersangkan hati, .... Aku 
tahu juga bunda jadi kesal oleh 
tangisku itu. Kasih sayangnya yang 
dicurahkan padaku tak termakan oleh 
hati. (p. 35) 
After my shower, father had still not 
come home. I started to cry. I cried 
and cried. The emptiness gnawed at me 
increasingly. I knew mother was 
distressed with my crying. I had 
·rejected the love she lavished upon me. 
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He could distinguish between the warmth of the father and that 
of the mother: 
Tangan yang perkasa memeZuk tubuhku 
dan aku merasa hangat dan senang. 
(p. 38) 
I felt delighted and warm when his 
strong arms embraced me. 
But he was doomed to be disappointed. His father could only 
give the child his love when he was at home, not when the 
child needed it. His father's love too was something that 
time was to take from him. He had to seek refuge with the 
mother when he was desperate. The mother herself however, 
had no place of refuge and could only find consolation in 
her children: 
Dan kaZau kaZa itu aku kuasa mencurahkan 
isi hati, pastiZah kubiZangkan, bahwa 
bunda nampak menyerah pada waktu sesudah 
itu. Dan sekali pun ia meZihat ayah pergi 
diwaktu maZam dibcaJah matanya, ia tak 
berkata sepatah pun jua, seakan tak 
terjadi sesuatu ~pa pun diZingkungannya 
sendiri. Dan semua itu membuat bunda 
Zebih-lebih lagi mendekati kami - anak-
anaknya. Kami akhirnya jadi tempat 
pelarian juga. (p. 41) 
If at that time I had been able to voice 
my feelings, I would have said that mother 
had given in to time. When father would 
leave home at night under her very eyes, 
........ 
she would not say a word, as if nothing 
had happened. And this made her closer 
to us. In the end we became her place of 
refuge. 
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There are notable similarities between this story and 
'Kemudian Lahirlab Dia. In both stories the father is a teacher 
at a private school. At first he is always busy with his 
work and is frequently absent from home. But as the stories 
develop, there is a change. We discover that his absence is no 
longer due to the pressure of work but because he has turned 
to gambling, though in 'Yang Sudah Hilang' the author does not 
explicitly say that the father gambles. Each father neglects 
his family because of gambling, and his relations with his wife 
and son become strained. Strangely enough this does not seem 
to concern the father, who never tries to resolve the problem. 
Either, because he is too self-centred to be aware of it, 
or because the author himself is not able to handle this 
area of experience. 
Likewise there are many similarities in the mother 
figure in both stories. Each mother is pious, loving and 
protecting, and has to endure alone all the emotional pain 
caused by her husband's indifference. Her hardest task is 
to keep the family together and to distract the attention of 
her children from the father's absence. Though overwhelmed 
with grief, she does her best to preserve the image of her 
husband as head of the household. To do so, she has to 
resort to deception for much of the time. In both the stories, 
it is the mother figure who tell lies to the child in order to 
keep up appearances. 
When she gives them advice, in the hope that they 
will not follow the father's example, she is fond of 
aphorisms, some of which are reminiscent of Multatuli, and 
which were probably known to Pramoedya: 
Whatever you want to be, be the best. 
(p. 105) 
What you gain through your own efforts 
is always better than what is given 
to you. (pp. 94 and H3) 
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Here are two brief excerpts from Multatuli's many "Aphorisms" 
to show the obvious influence: 
It is worth more to eradicate one 
prejudice than to think up ten new 
systems. 
It's not cutting rice that gives 
pleasure; it is cutting rice that 
one has planted. 7 
Such sayings seem out of character, and this is one example 
of several occasions when Pramoedya seems not to have his 
character under control. Either he puts into their mouths 
words that do not fit, or, because his concentration lapses, 
uses them as mouthpieces for his own ideas. In both stories, 
the mother finally yields to fate. She accepts things as they 
are and as they come without showing any emotion. 
Because of these similarities, there is a temptation 
to identify the mother and father figures in each story. This 
however would be forcing the evidence, and does not contribute 
to an understanding of either story. The most that can be said 
is that during the period in which he wrote them, Pramoedya was 
concerned with the mother figures and father figures of a 
particular type. 
In both stories there is a gradual shift in family 
relationships over which the child has no control. He draws 
close to the mother when the father neglects him, likewise 
the mother becomes close to her children when he husband 
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ignores her. In both stories the principal relationship is 
between mother and son, and that between father and son is 
subsidiary. It is interesting to note however that in each case, 
the narrator's mother is much closer to her father than to her 
mother. , When in Yang SudahHilang' her father died, the 
narrator's mother is said to have suffered a loss of will and 
become submissive to fate, as if she had lost a sense of purpose. 
Little is said about her mother, other than that she was a 
divorcee and later re-married, but to a man of little reputation. 
Her attitude towards her step-father is reserved. This she 
does not try to hide from her children: 
Kadang-kadang aku lihat bunda be-pparas 
kesal bila bapak tirinya datang. (p. 42) 
Sometimes mother looked dejected when 
her step-father came. 
It is curious that the narrator's grandmother should show so 
little concern at what her daughter is enduring. In a normal 
relationship, one would expect her to be the first person she 
would turn to in a time of distress. Perhaps we are to 
understand that there are personality problems between them. 
The narrator's paternal grandparents by contrast are not 
mentioned. It is to be assumed that he has no recollection of 
them. 
I 
I 
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Another feature of the mother's behaviour worth 
noting is that she goes for long walks accompanied by the 
children without any goal or purpose. Going for a walk for 
the sake of walking is not usual cultural behaviour for a 
Javanese, especially for a woman. Perhaps this is an 
idiosyncrasy of the author that he projects onto his character 
in her distress, or perhaps it is a social habit that he 
become acquainted with from Western literature. 
The principal theme of the story 'Yang Sudah Hilang', 
is the ·passing of time. Time is a destroyer, and with the 
passing of time there is a sense of loss. What is past is 
past, lost forever and never to return, only the memories 
remain. Far from improving things, the passage of time which 
is shown here as a destructive agent that brings despair. The 
author tries to create a link between the past and present 
events. We are often reminded of the present when he repeatedly 
says: 
Dan semua itu - semua itu pun telah habis 
terseret dan takkan mungkin datang 
kemba l i. ( p • 31 ) 
And all these are gone - gone forever 
never to return. 
Dan sebagai yang lain-lain juga semua 
itu pun telah terseret-seret dan lanyap 
dari jangkauan panca indera. (p. 42) 
And like everything else, all are gone -
gone forever out of sight. 
As time moves there is a sense of physical loss. The child 
narrator loses his mother's tender embrace, his father's love 
and attention, his nurse-maid and also his childhood 
.......... 
I 
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fantasies. He compares these losses with those things that 
are lost as the current of time drags along man's body and soul: 
Dan dida"lam hid.up i,ni,, kadang-kadp.ng 
aliran deras menyeret tubuh dan nasib 
manusia. Dan dengan tak setahunya ia 
kehilangan beberapa bagian dari hidup 
sendiri. (p. 15) 
And in this life, sometimes the strong 
current drags along me.n's bodies and souls. 
And without them knowing, they lose parts 
of life itself. 
Pramoedya uses the Ri~er Lusi as a symbol of life. Sometimes 
the river is calm and sometimes it runs amok, just as the 
course of man's life: sometimes it is peaceful and smooth and 
sometimes it is not. When it runs amok the river is the 
destructive force of time. It flows wildly and irresistibly 
and with it, it takes away whatever is in its path. And during 
the flood it breaks its banks and drags away part of them. The 
passing of time destroys mankind just as the River Lusi in flood 
drags away its banks and the bamboos. 
In these two stories Pramoedya is working with very 
similar materials, the memories and experiences of his own 
childhood within the community of Elora. The family setting, 
the village relationships, the clash between personal and 
cultural values are similar in each story. Yet the overall 
impression left in the reader's mind is very different: in 
'Yang Sudah Hilang' the keynote is degeneration and despair but 
in 'l(emudian Lahirlah Dia', despite the setbacks, there is a 
sense of hope in the future. Pramoedya has deliberately 
developed a common theme to serve these two different purposes, 
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using the symbolism of the River Lusi to represent the irrevocable 
destructiveness of time, and the birth of a new child to 
symbolise the continuing regeneration of new life and new hope. 
It is Pramoedya's skill in manipulating his plots and characters 
to such different purposes that has led to his fame as a major 
Indonesian writer. His work is rooted firmly in the experience 
of his own readers, but the themes and ideas that underlie these 
stories convey the complexity and variety of such experience. 
I 
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CHAPTER 3 
LOSS OF ILLUSION AND SOCIAL HYPOCRISY 
These two phrases epitomise 'Sunat' and 'Inem' respecti~ely, 
the two stories to be discussed in this chapter. At first sight 
there may appear to be no connection between them, and indeed the 
stories are about different topics, one a circumcision, told 
by a child participant narrator, the other about a marriage, 
told bY. a child as an observer narrator, who plays no role in 
the action of the story, and who is powerless to have any 
influence on its events. 
Nevertheless they have sufficient in common to be 
discussed together, and in fact represent different sides of 
the same coin. Both concern rites of passage, both deal with 
traditions deeply rooted in Elora society; both are based on 
the author's reminiscences of his childhood, and both reflect 
or expose crucial weakness in the value systems that social 
structures and customs are intended to express or support. 
Circumcision is a rite of passage. It marks the 
raoment when a boy becomes a man. Circumcision is a ritual 
practised in many societies throughout the world. Its 
significance in the story 'Sunat' is its relation with Islam. 
It was the custom in Blora that children were circumcised 
between the ages of eight and thirteen. The ritual is celebrated 
on a large scale, for it is of a comparable standing to a first 
marriage, birth or death. The short story ~unat'l focuses on the 
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circumcision of the narrator and his younger brother Tato, his 
adopted brother, his cousin and two children from a poor family. 
The narrator is nine years old and his brother is seven when 
both of them are circumcised. The narrator looks forward 
eagerly to his circumcision because it is an occasion on which 
he will be the centre of attention and be given new clothes 
and many presents. This is a child's happiness at getting 
things which do not come everyday but only on special occasions, 
and circumcision is one such occasion. The child narrator admits 
that h~ had mixed feelings looking forward to the event, both of 
happiness and fear. Yet it is the urge to become a true Muslim 
that gives him strength to overcome the fear, as he says: 
Bukan main takutku mendengar tmJaran 
itu. Tapi aku mau jadi orang Islam sejati. 
(p. 78) 
I was terribly afraid when I heard the 
offer. But I wanted to be a true Muslim. 
As part of the circumcision celebrations, the narrator's 
father, a teacher, arranges a sandiwara performance at his school 
a day before the actual ceremony. On the day of the ceremony 
itself, all six children are equally apprehensive of what is to 
come. Very early in the morning, they have their baths and then 
dress in new sarongs, and peci or ikat kepala. The narrator's 
mother and younger sisters _all put on new dresses. The neighbours, 
also in new clothes, flock to the school where the circumcision is 
to be held. The narrator's father alone has not dressed up for 
the occasion and wears his everyday school uniform. 
After the ceremony, both Tata and the narrator are 
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kissed by their mother. The father however, shows no special 
feelings for this special day, and says simply: 
"Selamat. Selamat." (p. 85) 
"Congratulations. Congratulations." 
The narrator had expected to discover some change in 
himself after the circumcision, but to his disappointment he 
felt nothing. There was no difference between yesterday and 
to-day. as he regretfully says: 
... sesungguhnya aku tak merasai sesuatu 
perubahan bahwa aku kini jadi orang Islam 
se,jati. .(p. 85) 
... in fact I could not feel any change 
at all, that would indicate that now I had 
become a true Muslim. 
When he tells his mother, she consoles him by saying that 
most probably he will feel the change he longs for after he 
has made the pilgrimage to Mecca. Instantly his hopes of 
becoming a true Muslim are shattered. He knows quite well 
that his chances of making the pilgrimage are very slight 
because of his parents' poverty. So his hope of becoming a 
true Muslim is soon lost: 
Dorongan kemiskinan itu mematikan cita-
cita dikampung kami. (p. 86) 
Poverty kills all hope in our village. 
In 'Sunat', Pramoedya presents what appears to be a folk 
conception of 'true Muslim'. Here Islam is not so much a faith 
as a set of customs and rituals. These aspects of religion, it 
seems the author wishes to tell us, are as bankrupt as every 
other social institution. This is the only conclusion to be 
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drawn from this story. It highlights the contrast between a 
boy's si~ple enthusiasm to be circumcised, to be a true Muslim 
and a true Javanese, and the materialistic coarseness of his 
religious teacher.
2 
Pramoedya describes the boy as having a 
longing to be a complete Muslim but that longing is based on a 
very insecure foundation. The children who are to be circumcised 
do not understand a word of ~~1at they are saying in the ritual 
prayers or the significance of what they a re doing . 
.. . beramai-rar.zai berse~bahyang dimesjid 
ditiap hari Jwnaat walaupun tak sepatah 
pun kami mengerti apa yang kami doakan 
waktu bersembahyang itu.... (p. 77) 
... we all prayed in the mosque every 
Friday, although we did not understand 
a word of what we were saying .... 
This vague idealism, this longing on the boy's part for something 
mystical and the rather coarse characterisation of the religious 
teacher who makes the children many promises points to a 
shallowness in the understanding of religion. 
Pintu sorga telah no.mpak-nampak terbuka 
didepanku. Juga para bidadari yang 
dijanjikan oleh kiyai kami~ bidadari 
yang teramat cantik.... (pp. 79-80) 
I could see heaven's door open wide in 
front of me and the beautiful celestial 
maidens (maidens of exceptional heauty) 
promised by our religious teacher. 
"Kalau aku sudah disunati., aku jadi 
orang Islam sejati.," kataku pada 
kiyaiku. "Dan aku punya r.ak menempati 
sorga. 11 
Kiyai kami tertC11Ja senang dan menyambung: 
"Engkau akan mendapat bidadari empat 
puluh empat orang. 11 
Ii 
I, 
"Tapi aku tak suka pada bidadari yang 
teteknya enam atau delapan separti 
tetek anjing., 11 kataku . 
Kiyai kami tertawa Zagi. Dan g~g~ 
nya yang tak perna.h digosok itu nampak 
terlampau buruk. (p. 80) 
"When I am circumcised, I will be a 
true Muslim and have the right to enter 
heaven," I said, to my teacher. 
Our teacher laughed and added: 
"You will receive forty four celestial 
maidens." 
"But I wouldn't like one with six or 
eight teats, like a bitch," I said. 
Our teacher laughed again, .. 3 displaying his rotten unbrusheed teeth. 
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The boy's idealism too is mixed with earthier elements. 
Recitation of the Qur'an was an escape from homework, and 
meeting at the mosque gave an opportunity for them to whisper 
about sex, telling dirty stories, and disturbing those at 
prayers: 
Apa yang kami namai menga.ji itu tidak 
lain daripada bercanda-canda., berahsia-
rahsia mempercakapkan masalah-masalah 
kejenisan., menggangu orang yang bersem-
bahyang magrib dan isa., sambil menunggu 
giliran. Inilah dunia kami diwaktu aku 
beru.mur sembilan tahun. (p. 77) 
What we called mengaji was actually 
joking, whispering about sex and disturbing 
others praying while we waited for our 
turns. This was 6ur world when I was 
nine. 
Thus while the child does indeed regard circumcision as 
a ritual that will transform him into a true Muslim, in the 
event, his expectations are doomed to disappointment because 
he can only grasp the outward manifestations of religion, not 
I 
the spiritual aspect underlying them. 
The narrator's mother herself does not help in his 
understanding of religion. Like the religious teacher, she 
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too gives him misleading ideas and stresses more on traditional 
Javanese understanding of the ritual than the faith itself: 
"Almarhwn nenekmu dan nenek-moyang 
yang lain~ yang sudah berbahagia 
disorga akan sangat bersenang hati 
bila mengetahui engkau semua sudah 
disunati. " ( p. 79) 
"Your grandparents and ancestors who 
are already happy in heaven will be 
·pleased when they know that all of 
you have been circumcised." 
After the circumcision, the mother as we have noted, 
asks her child how he feels. And when he says that he does 
not feel any difference, she goes on: 
" .... Barangkali kalau engkau naik 
haji~ engkau akan mengalami perubahan -
jadi orang Isla.m sejati." 
"Naik kapal~ bu?" tanya Tata. 
"Ya~ naik kapal kenegeri Arab~" kata ibu. 
"Kalau begitu harus kaya dulu~ bu?" 
tanyaku. 
lfva. II t t 0 b 
.1., J a a -i u. ( p. 85) 
" Perhaps when yo1:1 have made the 
pilgrimage to Mecca, then you will 
feel a true Muslim." 
"Do we go by ship, mother?" asked 
my younger brother. 
"Yes, by ship to Arabia," said 
mother. 
' 
,.·., 
I 
"In that case do we have to be rich first?" 
I asked. 
4 
"Yes, 11 replied mother. 
The point that Pramoedya is making is that religion too is 
5 
something to be bought and sold. 
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The dominant relationship in'Sunat' is that between 
mother and son. The narrator portrays his mother's love and 
affection for him in this scene: 
Ibu datang padaku dan mencium pipiku. 
Terasa betul kecintaannya padaku. Dan 
oleh kecintaan itu menitiklah air mataku. 
(p. 85) 
Mother came to me and kissed my cheeks. 
I could feel her love and because of it 
my tears flowed. 
She is very close to her children. As in the stories discussed 
in the previous chapter, she is also fond of telling her 
children stories, stories which the narrator too enjoyed. 
Though a woman of virtue, she nevertheless perpetuates the 
hypocrisy of her society in encouraging the child's false 
perceptions of religion. 
In contrast to the child's close relationship with his 
mother, that with his father is distant and restrained and 
the narrator admits that he is afraid of him: 
Dan selamanya aku takut pada ayahku ~ 
ketakutan yang tak kuketahui mengapa. 
(P. 7 8) 
I was always afraid of my father - for 
reasons that I did not understand. 
In fact there is hardly any interaction between father and 
son, except for the circumcision and very little then, on an 
-
' 
I 
I 
I 
I 
II 
occasion when the father should have played a central role. 
All he says is selamat. Perhaps this is due to the father's 
56 
frequent absences from home. There is no intimacy between them 
and there is no expression of love or affection on this occasion. 
He does not even observe the proprieties in dress for such a 
ceremony. It seems that Pramoedya is obsessed with the figure 
of a father who cares little for his children and cannot even 
take the trouble to observe even outward proprieties on great 
occasions in the child's life. 
'Sunat'may well be based on Pramoedya's own circumcision. 
All the events described would be events familiar to him and 
the religious illustrations of the child narrator may well be 
a projection of Pramoedya's own illusions. Indeed it may have 
been such childhood illusions that predisposed Pramoedya to 
the political ideology of the extreme left a few years later, 
although no specific indication of such attitudes appears in 
this story. The author uses his stories to express his own 
belief that there is no hope for a better future. 
The short story 'Inem'6 is about a girl in Blora who 
was married off at the age of eight in accordance with the 
adat of poor people in that district. Before her marriage, 
she was a mother's help in the narrator's house. She was 
only two years his senior and had all the characteristics of a 
socially desirable feminine type: polite (sopan), not spoilt 
(tak manja), skilled (cekatan), and hard working (rajin). 
Inem's father however displays a number of undesirable 
traits. He is very fond of gambling and cock-fighting. 
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Sometimes he disappears for as long as a month at a time and 
when he returns he brings home money. It was common knowledge 
that he got the money from banditry. No one dares to inform 
the police because they have no proof. In any case, the relatives 
of Inem's mother are in the police force, and this would account 
for the fact that he is never arrested. 
Inem's family is poor. Her mother earns money by 
making batik scarfs. Thus when a rich man's son, at least 
rich according to the standard of Inem's family, asks for her 
hand, her parents agree without hesitation, hoping that this 
will ease their burden. Inem too is very happy at the prospect. 
She is too young to understand what marriage means, and she 
marries without knowing what is ahead of her. Her only ideas 
of marriage are a child's fantasy of having new clothes and 
wearing make-up and flowers. 
The narrator's mother at first tries her best to 
convince Inem's mother that child marriage is not a good 
practice, but fails. Inem's mother holds a different view. 
Since they are a poor peasant class family, she thinks that 
her daughter is already a year too old. Were this offer to be 
refused, she fears that there might not be another. And like 
most women in her society she sees no harm in it. Her 
arguments are hased on the fact that her own mother and her 
grandmother too married very young and that they are still 
healthy and strong: 
" .. ·~ er::akku kawin pc.da urr:ur de l apan j uga . 11 
(p. G4) 
" ... , my r.1other too married at the age of 
eight.'' 
I! 
I 
She continues: 
" ... tapi keluarga kami tergolong 
· ke luarga yang beY'W17Ur panjang. Emak masih 
hidup sampai sekarang, seka.li pun wnurnya 
sudah lebih dari Zima puluh sembilan tahun. 
Dan nenek pun masih hidup. Kukira wnurnya 
ada tujuh puluh empat. Masih gagah dan masih 
kuat menumhuk jagung." (p. 64-65) 
" ... but my family is among those with long 
life. My mother is still alive, though she 
is more than fifty nine. Any my grandmother 
is alive too. She is about seventy four. 
She is still healthy and still strong enough 
to pound maize." 
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And so Inem is married, but her marriage lasts for only 
a year. At the age of nine she is already a divorcee. She 
then wants to return to the narrator's house but his mother 
on the basis of propriety refuses to take her back. She 
tells Inera: 
" .... Ka lau di tempat yang banyak 
lelakinya ada seorang janda yang 
begitu muda seperti engkau, tidak 
baiklah dipandang mata orang lain." 
"Karena Inemkah itu, ndoro?" 
"Bukan, Inem, karena kesopananlah 
i tu . " ( p • 7 3 ) 
" .... It is not considered good to 
havea :young divorcee like you working 
in a house where there are a lot of 
young men." 
"Is it because of me then?" 
"No Inem, its because of propriety." 
In despair Inem goes home. The narrator can see two tear 
drops in her eyes as she leaves the house. Thereafter she 
becomes an object of anger and beatings within her family, 
for she has become a burden to them. Very often the narrator 
I 
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hears her cries of pain but he himself cannot do anything 
to help ~er. All he can do is cover his ears with both his 
hands when he hears her cry. The mother continues to control 
the propriety of her household . 
. The short story 'Inem', then, is about a child marriage, 
hut the theme is social hypocrisy. Child marriage is therefore 
a plot device. Pramoedya is criticising the hypocritical 
attitudes of his society. He perceives quite clearly the 
paradox that it is the women of his society who perpetuate 
the social customs most injurious to women. This attitude is 
typified by the narrator's mother. The dominant theme is the 
hypocritical behaviour of the mother who knows better than to 
refuse to help an abandoned nine year old and in fact 
sympathises with Inem - "may no harm come to that child" 
(p. 65), but in the event prefers to act according to the social 
norms of the village and thus safeguard her reputation, than to 
obey her conscience. Her hypocrisy is shown in her actions, 
not stated explicitly. It is left to the reader to draw the 
conclusion. 
If the mother had acted according to her better 
judgement and human instincts then Inem's fate would not have 
been so harsh, and her son, the narrator, would have loved her 
all the more for it. Basically she is k ind, and tries to help 
Inem in her domestic troubles. When on the first occasion 
after her marriage, Inem visits the narrator's mother to seek 
help because she cannot endure her husband's attentions, she 
advises Inem to be patient and to accept everything he does, 
otherwise she will be cursed by her ancestors. In other words 
I 
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she is teaching Inem to be submissive and act as a true Javanese 
wife. A picture of a wife's duties is clearly set out in 'Inem' 
when the narrator's mother gives Inem advice on how to treat 
her husband. Although Inem attempts to do this to the best of 
her ability, it is not enough. Her husband continues to 
exploit her, and then divorces her. And divorce brings her not 
freedom, but additional misery and disgrace: 
Dan kemudian, janda yang berwrrur 
sembilan tahun itu - karena hanya 
membebani I'Umah tangga orang tuanya -
boleh dipukuli oleh siapa saja yang 
suka: emaknya, adiknya yang lelaki, 
pamannya, tetangganya, bibinya. 
(p. 74) 
At nine and already a divorcee she 
has become a burden to her parents, 
and because of that she can be beaten 
by anyone who feels like it; her 
mother, her younger brother, her 
uncle, her neighbours and her aunt. 
Pramoedya the author, in writing a story about Inem 
has highlighted the hypocrisy of his society. Not a single 
soul dares to lift a finger to help Inem out of her misery 
caused by unjust social norms. Even the narrator's mother, 
using propriety as a cover, refuses to take Inem back when 
she first comes to plead with her because her husband treats 
her roughly. She justifies her refusal to take Inem back 
because Inem is married, ad~ing if she did not have a husband, 
the situation would be different: 
"KaZau engkau tak 
tentu saja engkau 
engkau punya Zaki 
(p. 71) 
punya Zaki, Inem, 
kuterima. Tapi 
"kata bunda . 
"If you did not have a husband, I 
would certainly take you. But you 
are married - - 11 said mother. 
-
II 
I 
Remembering this, Inem returns to the narrator's house when 
she has b~en divorced and thus no longer has a husband. On 
this occasion she is politely and firmly rejected but for a 
different reason. Thus the narrator's mother had deceived 
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Inem on the earlier occasion. She not only deceives Inem but 
also her son. When asked by her son on Inem's wedding day, why 
Inem was crying, she told him that: 
"Kalau pengantin menangis, ialah karena 
dia ingat pada nenek-moyang yang sudah 
lama meninggal. Arwah-arwah mereka turut 
menghadiri upacara itu. Dan Zagi mereka 
bersenang hati keturunannya telah menikah 
dengan selamat," ja].;)ab ibu. (p. 69) 
"If the bride cries, that shows that she 
is thinking of her dead ancestors. Their 
souls are also present in this ceremony 
and they are all happy that the marriage has 
taken place," says mother. 
The Javanese frequently include their ancestors in all their 
rituals. In ~unat too, we have seen a reference to ancestors. 
Years later the narrator finds out the truth about 
Inem's tears. She was not thinking of her ancestors at all. 
Inem was crying because she wanted to urinate and dared not 
tell anyone. This habit of a mother to deceive is not only 
shown in ~nem' but occurs in many of Pramoedya's stories 
including the four short stories already discussed. 
In this story there is no close mother - son 
relationship. The son, the narrator is only an observer of 
what is happening around him. Ee observes closely his mother's 
attitude to these events, and the part she plays in them. With 
a child's innocence, he tells what he sees as he sees it. He 
sees that his mother has no deep personal feeling towards Inem, 
-
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though she purports to be very much concerned for her welfare. 
Certainly_ what feelings she has are not such a kind to make her 
go against the usual norms of her society. She is acting as 
her standards of propriety requires. 
Here, the focus of personal relationships is between 
the narrator and Inem. They are quite close and when Inem is 
taken back to her parents home in preparation for her marriage, 
the narrator feels a kind of loss: 
Terasa sekali olehku akan kehilangan 
kCI7JJan yang dekat itu. (p. 66) 
I could feel the loss of my close 
friend. 
He still longs for her companionship and though his mother now 
forbids him to play with her, he disobeys her orders by seeing 
Inem secretly. But it is Inem who loses everything. She 
loses her friend, her employment, her husband and her self-
respect. 
Inem's relationship with her mother is not elaborated. 
From the little that we know it seems that the mother and 
daughter relationship is not very close. The mother ill-treats 
her in the same way as the rest of the family when she is a 
divorcee. Like her relationship with her mother, the 
relationship with her husband is far from harmonious. Though 
little is said about it, there was never any feeling of love 
or respect in the relationship between Inem and her husband. 
Perhaps she was still too young to have such feelings. The 
only feeling that she has, is childish feeling such as fear, 
especially toward strangers. It is this fear of her husband 
I! 
II 
I 
that leads her to confide to the narrator's mother: 
11 I nem taku t., ndoro. 
Dia begitu besar." 
Inem takut padanya. 
(p. 71) 
"I'm afraid of him, maarn. Ile is very 
big.,, 
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And that ·relationship does not last very long. It ends as 
abruptly as it started. Ine~'s illusions about marriage are 
shattered just as those of the narrator in 'Sunat', whose 
illusions about circumcision are shattered after l1e has under-
gone the ritual. The whole marriage ceremony had simply been 
a public event which Inem does not understand. 
Both the short stories 'Sunat' and 'Inem' deal with rites 
of passage as celebrated in the Javanese tradition. The fonner, 
circumcision is closely associated with Islam, and as well as 
marking a transition to adulthood, also symbolizes religious 
maturity. The later, marriage is treated principally from the 
standpoint of its cultural and personal effects. Although the 
stories deal with different aspects of the traditional way of 
life, these aspects over-lap in certain respects, and both 
aspects may be seen in the two stories. The child in each 
story has lost an illusion about the way things were in their 
society. This loss of a child's illustion is made the main 
theme in 'Sunat'; in 'Inem' certainly, Inem too loses her 
illusion, but this loss of illusion is subordinate to hypocrisy 
in the society. The hypocritical attitudes of adults are 
present in both, but each story has a different form. Much of 
life is the deception of children by adults. Perhaps Pramoedya 
feels all adults are basically hypocritical in the way they 
-
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relate to their children and to each other. One of Pramoedya's 
basic techniques is to use the ignorance and innocence of the 
child as a foil to the hypocrisy and deviousness of the adult. 
The mother figure in both stories has a far more 
important _ role than the father figure. In 'Inem', the father 
does not even appear. Consciously or unconsciously the author 
has transferred to him some of the attributes of the father 
figure in his other stories. Inem's father is said to be fond 
of gambling and disappears from home a great deal, though his 
absence· from home has more sinister purposes, than that of the 
narrator's father in 'Kemudian Lahirlah Dia' and 'Yang Sudah Hilang'. 
The child in both 'Sunat' and 'Inem' have exactly the same 
reaction towards the rituals in which each participated. Both 
look forward to having new clothes, lots of presents and to 
being the centre of attention. This is of course a child's 
view of the world. But in the later part of the stories, both 
children are doomed to be disappointed. The child in 'Sunat' 
expects something from the ritual, that he in some in<lefinable 
way will feel complete, that something missing from his life 
will be provided. When one hope is disappointed, he looks for 
another. There is however a parallelism: just as the child is 
doomed to be disappointed, so also is Pramoedya. The double 
standards are shmm, not stated. The child in 'Inem' finds that 
everything is phoney: even the clothing that she wears during 
the marriage is hired. Everything is a deception and Inem 
has no control over the events that destroy her life, and does 
not understand them. 
-
The need for money motivates the illusions in both 
the stories. This need is paramount in the mind of Inem's 
mother. She is indifferent to anything else. It is ironic 
that the marriage in fact puts her further in debt. Inern as 
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a person is sacrificed to the need of the moment. She gets not 
so much freedom, as _disgrace. It is not that she lacks patience, 
but that her husband is tired of her: no amount of compliance on 
her part could keep her acceptable to him. And it is the need 
for money that renders impossible the next possibility for the 
narrator in ~unat' to feel a true Muslim. The poor are dominated 
by the need for money, the well-off are ruled by propriety. 
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CHAPTER 4 
THE HIRELINGS 
The poverty endemic in Elora may well have prompted 
Pramoedya to write the two short stories to be discussed 
in this chapter, 'Yang Menyewakan Diri' and 'Pelarian Yang 
Tak Dicari'. Though both have many elements in common, 
they are not, as we shall see, equally effective. 
Both deal with the life of peasants who, because of 
their poverty, are unable to make any significant choice or 
exercise control over the circumstances in which they find 
themselves. In each case, the main characters are placed 
in a position in which, because their survival is at stake, 
they become desperate and are forced to do evil deeds which 
in a normal situation they would never contemplate. At a 
critical point in their lives, such circumstances force them 
to take a decisive, if morally wrong action - an action which 
subsequently proves to have been disastrous. Yet at the time 
of making that decision they have to accept all its consequences 
without giving a thought to the possibility of any alternatives. 
This is the way in which both these stories show how moral 
values are rendered irrelevant by extreme poverty. 
The two stories then have poverty as a common theme, 
but in each it has a different though equally destructive 
effect. In the one, it forces a normally quiet man to commit 
an act of violence; in the other it forces a faithful wife 
to become a prostitute. In their different ways each has 
become a hireling. Thus the author shows clearly the 
plight of the poor, and the impact of poverty on family life 
and moral values. Poverty renders people helpless and 
however much they want to change, and whatever they do, they 
are unable to break out of the vicious circle in which they 
are trapped. 
'Yang Menyewakan Diri' is the second story in the 
Cerita Dari Elora collection. Like 'Inem', it is told by 
a child- as an observer narrator. The events described 
commenced when the narrator was four. They are reminiscences 
of his childhood, but his perceptions of them clearly are 
filtered through his memory when he is a much older person. 
The narrative stance therefore is that of an adult looking 
back into his childhood. 'Pelarian Yang Tak Dicari' however, 
unlike the short stories discussed previously, is told by a 
third person narrator, not involved in the events described. 
1 
In 'Yang Menyewakan Diri' the child narrator gives 
his impressions and memories of a neighbour Kek Leman and 
his wife and children. He recalls how close he was with 
them, how every morning at nine he would visit them, eagerly 
looking forward to his daily morning sips of coffee from 
Kek Leman's cup. During these morning visits, he would find 
that Kek Leman's children were all still asleep even though 
by village norms they should have been up hours before. When 
he mentions this to his mother, she tells him that the family 
are a lazy bunch and that such laziness is contagious. She 
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forbids him to visit them. The child hm, ever pays no heed 
to what his mother says and continues the visits he enjoys 
so much. 
As time went by he saw all that happened in that 
house-hold. Kek Leman's daughter Siah, he observed, went 
to Palembang to earn a living. The sons too, in their turn 
left home to earn a living because they could not find 
work in their village. Kek Leman however had to stay where 
he was because he was too old to move. Time went by and 
conditions continued to worsen. Kek Leman tells the narrator 
of his misery and bitterness: 
"Sekarang jaman Zebih susah., " kakek 
bercerita dengan tiada, dipinta. 
(p.49) 
"Now times are even worse," Kek Leman 
told me without being asked. 
He had to be contented with the pittance he could earn as a 
ni.ght watchman, the only job open to him. And when the 
narrator persists in asking him questions, he tells him: 
"Lebih baik jangan tanya-tanya Zagi., " 
katanya kemudian. (p.52) 
"It's better not to ask any more questions," 
he said. 
Meanwhile changes -were occuring in the narrator's 
own life. Eventually he went to school, and this new 
development broke up his previous pattern of life which was 
built around his visits to Kek Leman's family. Now he could 
only visit them during holidays. Much to his disgust, he 
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found that school deprived him of the morning sips of coffee 
from Kek Leman's cup that he had enjoyed so much. In addition, 
his mother threatened to beat him with a broom handle if he 
did not stop seeing the family. Frightened by this threat, 
his visits to them gradually ceased. 
A year later, while playing hide and seek with his 
friends, he overheard a man's voice earnestly discussing 
something with Kek Leman. At the time he was too absorbed 
in the game to take any notice of what they were saying. 
However, a few nights later he learned that Kek Leman had 
attacked someone. Fortunately the victim did not die. This 
was because Kek Leman had attacked him with a hammer, not with 
his lethal bolo knife, as apparently he had been hired to do. 
For the crime Kek Leman was sentenced to seven months 
imprisonment with hard labour in Malang. Later it was discovered 
that a priayi had paid Kek Leman to commit the crime. When he 
learnt what had happened, the narrator tried to tell his parents 
that he had overheard the crime being planned: 
Kucoba bercerita pada mereka tentang desakan 
priayi yang datang kerwnah Kek Leman. Tapi 
mereka tak memperhatikan dongengku. Aku 
terpaksa berdiam diri dengan cerita yang 
mengamuk dalam hati - cerita yang harus 
kuceritakan pad.a siapa saja untuk melapangkan 
dada. (p. 55) 
I tried to tell them about the urging of the 
priayi who came to Kek Leman's house but 
they took no notice of what I said. I was 
forced to keep quiet with the story bursting 
inside me. I had to tell it to someone so 
that I could get if off my chest. 
The incident shocked and scared him. He was too upset 
I 
to study and at first his mother was angry with him. At 
length he told her that he was feeling very frightened, 
too frightened even to sleep. She then took him to sleep 
with her. 
'While Kek Leman was away in jail, his wife Nek 
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Leman took to begging. At lunch time she would go around the 
neighbours' houses asking for food. When after the seven 
months, Kek Leman returned home, the narrator realised that 
he had changed; he seldom came out of his house and was no 
longer friendly. No longer did he want to speak to or even 
greet him. He remained absorbed in his work, weaving baskets 
and selling them in the market place to earn a living, and 
his wife no longer had to do the rounds asking for food at 
lunch time. 
This story, 'Yang Menyewakan Diri', then shows how 
poverty can drive a man to act against his basic human 
instincts. For a small sum of money, Kek Leman had made 
himself available for hire as a killer. Yet he was not evil 
by nature. He was the victim of circumstances. The narrator's 
father and mother discuss the matter and the father remarks: 
·· "Betui juga dugaanmu. Bukan dia yang jahat. 
Ia mendapat sepuluh rupiah untuk perbuatannya 
i tu dari s es e orang. " ( p • 5 5) 
"You are right. He was - not really wicked. 
Someone paid him ten rupiah to do what he 
did." 
thus making an excuse for violence although he would make none 
for poverty. Indeed, Kek Leman did have basically good qualities, 
-
and just before committing the crime, his better nature to 
some extent reasserted itself: he decided to use a hammer 
as the weapon of assault instead of his 'sacred' bolo knife. 
His reverence for his bolo knife thus saved him from the 
crime of murder. When asked why he decided not to use his 
knife he replied: 
" ... ., 'Go Zok., nd£Jro., cwna go Zokku 
yang member£ aku penghasiZan selama 
~n~. Aku tak boZeh mempergunakannya 
un tuk berbuat durhaka. J adi 
kupergunakan marti Z. ' .,, 
(p.55) 
" ... ,'it is only my bolo knife that 
has given me a source of livelihood 
all this time. I could not use it to 
commit a crime. Therefore I used a 
hanuner instead.'" 
Besides driving people to crime, poverty also breaks 
up the family unit. Every member of Kek Leman's family is 
forced to leave home in order to find work. As a result 
there is no longer any sense of unity or feeling of intimacy 
among them. All go their separate ways, and the reader is 
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only made aware that they belong to the same family when the 
narrator constantly asks Kek Leman about them. In fact, parents 
and children show no feelings of concern towards each other. 
When Kek Leman and his wife are asked about their children, 
their remarks are casual arrd off-handed. Perhaps that is why 
Nek Leman has to beg when her husband is in prison. Thus Nek 
Leman does not even have moral support from the children during 
this period, let alone any financial help, although one of the 
sons could have provided this too. 
-
Poverty has broken the ties of family relationships, 
which are the backbone of community life in the village, and 
in doing so has made the characters that much less human. 
It will be noted that the narrator has given a great 
deal of attention to Kek Leman's family, but said little 
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about his own. This little does not suggest any of the features 
of parental behaviour presented in the other stories told by 
a child narrator. There is for example, no mention of a 
gambling father or of a mother's submissive tolerance. The 
relationship between the parents appears relaxed, undisturbed 
by the tensions that characterise family life in stories such 
as 'Kemudian Lahirlah Dia'. Nevertheless there appears to be 
a barrier between the narrator and his parents, something that 
inhibits a proper communication between them. Whenever the 
child asks a question there is no response. The following 
example is typical when the child asks his father why he had 
run out at the beating of the village gong: 
"Ada apa., bapak?" aku bertanya. 
Tapi ayah tak memperhatikan .pertanyaanku. 
(p. 55) 
"What is it, father?" I asked. 
But my father did not take any notice of 
my question. 
As noted above, when he tries to tell them what he 
had overheard while playing hide and seek, about the planning 
of the crime, neither of his parents pays any attention to him 
(p.55). Perhaps it is this remoteness of his parents that 
drives him to seek warmth, kindness and attention from Kek Leman 
and family. Kek Leman always listens to him and answers his 
childlike queries: 
"Mana Siah?" 
"Siah pergi - pergi ke Palembang. " 
"Jauh Palembang, kek?" 
"Jauh. Diseberang., Naik kapal kalau 
pergi kesana .. ;; 
''Untuk apa pergi kesana, nek?" 
"Cari uang. ,, (p.49) 
"Where is Siah?" 
"Siah is gone - gone to Palembang." 
"Is Palembang far, kek?" 
"Yes, a long way. Across the water. If 
you want to go there you have to go by 
ship." 
"Why did she go there, nek?" 
"To earn money. II . . . 
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Thus the narrator has a different perception than 
have his parents of the situation of the Leman family. Many 
times he tries to tell them what he sees and knows, but from 
behind a wall of invincible ignorance, either they pay no 
attention or fob him off, telling him to go and study or take 
his bath. They attempt to impose on him their own values and 
attitudes but are not wholly successful in their attempts to 
control the behaviour and emotions of their child. Many times 
he disobeys his mother's orders by visiting Kek Leman. He 
feels a sense of involvement with the Lemans and a sympathy 
and understanding for their sufferings. He realizes that Kek 
Leman is poor not because of his laziness, despite what his 
mother says to him. Kek Leman tells him: 
"Aku orang ma las. Kalau aku rajin, apa 
aku kerjakan?" ... "Aku tak punya sawah . 
Tak pun ya ladang. Pacu l pun tak punya. 
Aku hanya punya golok . ... " (p.48) 
"I am lazy. 
do?" ... "I 
No ladang. 
If I were not, what would I 
do not have a rice field. 
I only have my bolo knife .... " 
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The political dimension to the words is so clear, it is as 
though the author is expressing through Kek Leman his sympathy 
for the landless peasantry. 
On the other hand the narrator.' s mother, without this 
inside knowledge of the family, has a different view of their 
circlllllstances. This view derives from her general belief 
that the poor suffer because of their laziness. Such attitudes 
were common among the Javanese middle and upper classes who 
looked on the poor with scorn. This scorn at times seems to 
derive from hate. It is striking that for her, poverty or 
unemployment are unpardonable. Yet like her husband she is able 
to forgive violence, and when Kek Leman conm.1its assault, she 
does not hold it against him. Her views are akin to those of 
the mother in 'Inem', the short story discussed in the previous 
chapter. In fact in both stories the mother keeps her distance 
from her poor neighbours and tries her best to make her child, 
the narrator share her views. In each case she fails because in 
both stories he goes against her wishes, and maintains his 
independence of judgement. 
After Kek Lernan's seven months in jail, there is a 
change in the child's attitude towards him and his family. After 
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the crime, his feelings of sympathy and affection for Kek 
Leman change into fear. The closeness that had existed 
between them is gone. This fear also extends to Siah, who 
after her return from Palembang with syphilis appears somewhat 
grotesque to him. In any case, he is afraid that if he 
approaches her, her father Kek Leman may strike him just as 
he had struck the man he was hired to kill. 
2 
'Pelarian Yang Tak Dicari' is about the plight of 
a couple who are not only poor but have limited intellectual 
horizons. Both Siman and his wife Siti are simple village 
people who live simple lives. They live on whatever Siman 
earns as a peasant. His earnings are far from sufficient to 
live on, and since he has no education, he is tied to the 
village. Like Kek Leman, he is locked in the closed circle 
of poverty. Even so his wife never complains, until one day, 
their youngest daughter becomes ill with malaria. Siti asks 
him for money to buy medicine. Siman has none. Since Siti is 
desperate, they quarrel. Siman loses his self control and 
starts to slap and kick his wife. The neighbours intervene 
and they patch up the quarrel for a short period. But later 
that day the daughter's condition becomes worse, and Siti wants 
Siman to get a dukun. Siman again refuses, because he has no 
money. Siti starts to scream at him. He loses his temper, and 
for the second time in a day he slaps her. Siti feels humiliated 
and decides to leave home. 
Away from home and without money or education, Siti can 
only become a prostitute. After three years she contracts 
syphilis and has to go to hospital for medical treatment. 
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In hospital she hears news of her family from a former neighbour 
who is receiving treatment for boils, and learns that her 
daughter had died a few days after she left home. However 
Siman her husband is willing to take her back, although his 
family and the kiyai are all against the idea. Thus after her 
treatment is complete she returns home to her family. At first 
she receives scorn from her neighbours and humiliation from her 
mother-in-law, but soon their life together returns to its 
old routine. 
In this story too, Pramoedya shows how poverty 
shatters family relationships, but here, although the break is 
only temporary the price to be paid to endure it is very high. 
When Siti realises that she can no longer cope with an 
unbearable situation she decides to run away from it in the 
hope that flight will bring an end to her sufferings. But 
she has failed to realise that with her background, there is 
no escape, no hope for a fresh start. She has no education 
and no talent. She can do only one thing, to offer herself 
out for hire, to become a prostitute. At first she is hesitant, 
for the life of a prostitute is distasteful to her. But she 
sees no alternative. She dare not return to her husband: 
Tapi kambali? Ia tidak 
berani menerima pukulan 
lakinya kini sudah jadi 
pemukul. 
sanggup. I a tak 
dari lakinya. Dan 
begitu galak dan 
{p.128) 
To return? She dared not. She could not 
bear the beatings from her husband. Her 
husband now had become so bad tempered 
and violent. 
She hesitated, just as Kek Leman had hesitated at the moment 
of the crime, but their hesitation did not prevent them from 
doing what they had to do. Kek Leman hesitated not because 
of a guilty conscience at the deed he was to do, but over 
his choice of weapon. Siti hesitated only because of a 
physical fear of what she would experience. 
Poverty had made her husband violent, poverty made 
her frantic when her child was ill, poverty had destroyed 
her sense of moral values. Thus when, in order to escape 
from an impossible situation she had to become a prostitute, 
she was not even aware that any moral issue was involved. As 
the author tells us: 
.... Tapi ia sendiri tak merasa berdosa. 
Ia tak merasa bersalah. (p.139) 
.... But she did not feel it as sinful. 
She was troubled by no sense of guilt. 
Perhaps she is too bovine and listless even to care about 
public opinion. 
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Her husband's range of feelings is as limited as hers. 
Siman is a simple man without complicated emotions. He does 
not care what other people think of Siti when she returns. By 
accepting her back, he is acting out of the need to re-establish 
a routine. The story suggests that he does not even realise 
that he had a choice when she wishes to return, that he could 
either accept her or divorce her: he simply accepts her. 
Both husband and wife are too foolish and uneducated 
and too much at the mercy of circumstances to find any way of 
release from their poverty. From a fictional point of view 
I 1* both are flat characters and show no life of their own. 
This, and the fact the story is told in the third person, 
suggests that Pramoedya is trying to make a point by 
manipulating them, not allowing them free rein as images of 
something that he has experienced and feels deeply about. 
In this story there is no relationship of any 
complexity that can hold our attention or move us. That 
existing between Siman and Siti is automatic and simple. 
When Siman slaps and kicks his wife she reacts predictably, 
mechanically and after the violence has subsided and is 
forgotten, equally mechanically, returns home. No other 
relationships are elaborated. As in 'Yang Menyewakan Diri', 
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in this story too there is no intimacy between members of a 
family. (Although in 'Yang Menyewakan Diri' there was, for a 
while between the narrator and Kek Leman). Although a married 
couple, they appear to live almost as puppets without reference 
one to another. 
Both stories, 'Yang Menyewakan Diri' and 'Pelarian 
Yang Tak Dicari' present a social dimension of the dehumanization, 
dulled feelings and evils brought about by poverty. 
Common to both stories is a broken relationship. That 
between the narrator and Kek Leman in 'Yang Henyewakan Diri' 
broken by fear of violence is never restored: such broken 
relationships are perhaps one of the tragedies of childhood. 
In 'Pelarian Yang Tak Dicari', the relationship between 
husband and wife is broken by violence, also caused by poverty. 
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But once the violence i s over, routine, a routine t hat 
dulls all sensitivities, makes their l ife toge t he r tolerable 
again, for once the routine is re-established it is as if 
nothing has ever happened. Siti falls back into her 
relationship with her husband very easily and unashamedly. 
There is no exploration of the emotions of the couple either 
when they parted or when they were reunited. Kek Leman in 
the first story at least felt shame for what he had done, 
Siti feels nothing. 
These two stories show examples of people who have 
to sell themselves, to become hirelings, in order to survive. 
In each case the decision has.bad consequences. Kek Leman goes 
to jail, Siti gets syphilis. Yet despite themselves, the 
harm they both suffer is limited. In 'Yang Menyewakan Diri', 
Kek Leman's reverence for his 'sacred' bolo knife saves him 
from the far greater crime of murder. In 'relarian Yang Tak 
Dicari', Siti is rescued from her life as a prostitute not by 
moral considerations but by force of habit - by routine. 
People like Kek Leman and Siti are disadvantaged as human beings. 
They are victims of circumstances, circumstances which later 
Pramoedya sees as resulting from an unjust social system. 
Perhaps in these two stories Pramoedya has an over-
riding didactic purpose: -he wants people to recognise and 
develop their own qualities; if they do not, then others will 
manipulate them, and use them to their advantage. 
Though, as we have said, both stories have a common 
theme, each has a different effect on the reader. This 
difference in effect is in part due to the different technique 
of narration employed. In both cases the main characters 
commit serious crimes as a result of different responses to 
poverty, and yet manage to retrieve themselves. Yet these 
responses were pre-determined. Social circumstances only 
allowed them one way to act, the man had to sell himself 
as a hired killer, the woman had to -sell herself as a 
prostitute. 
In one of his essays, 'Lahirnya Sebuah Cerita 
Pendek' 3 (The birth of a short story), Pramoedya makes a 
distinction between his stories: those which are written 
because they demand to be written, and others which result 
simply from the use of a technical skill. He refuses to 
say which are which, leaving this to the judgement of the 
reader. In the first of these two stories, there is some 
inwardness and conviction: the theme of the boy, losing 
the only relationship he knows that has a human warmth -
sharing Kek Leman's cup of coffee - is in its way moving. 
The second however, seems to have been ·written simply to make 
a point. It is impossible to identify either with Siman 
or Siti, or to feel moved at their plight, even though we can 
ap,ree intellectually with the message the story contains: 
that only a dull, deadening routine can make poverty bearable. 
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CHAPTER 5 
NO NIGHT CARNIVAL 
Among the works to be discussed is a short novel, Bukan 
Pasar Malam 1 (No Night Carnival), first published by Balai Pustaka 
in 1951, it consists of a bare 108 pages divided into sixteen 
scenes or chapters. It is nevertheless a deeply personal work 
which, more than any other of the early writings, shows Pramoedya's 
concerns and the directions in which his experience of war and 
disillusion were leading him. Indeed it gives us an insight into 
one person's reactions to his own society and times in the aftermath 
of the revolution. The novel was written not long after the 
author's journey to Elora to visit his dying father, in May 1950. 
The story begins in Jakarta, where the narrator, who has 
been released from prison two weeks previously, receives a 
disturbing letter from his father. This letter would not have 
caused him such pain, had he previously not sent his father a 
'biting' letter (surat yang pedas). The letter must have been 
'biting' indeed, for the narrator now regrets having sent it. 
And six months later, when he hears from his uncle news of his 
father's grave illness, he resolves to attempt to be reconciled 
with his father before it is too late. He is in an emotional 
turmoil. Thoughts of his father and the money necessary to 
visit him alternate in his mind. Both are equally crucial. 
Ile needs money to travel to see his father. He has to make the 
journey to Blora whatever happens. But where is he going to 
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get the money from? This letter sets him to search f or friends 
from whom he can borrow the money necessary to make the journey . 
He pedals his bike along the roads of Jakarta, on a 
very hot day. Thousands of cars spurt dust on sweat covered 
bodies, i~cluding his own - dust which is a mixture of mucus, 
horse dung, and Uebris from the tyres of cars and bicycles, his 
own bicycle included. The search takes all day. He arrives at 
sunset, at the brightly lit Presidential Palace, and as he 
pedals, his mind wanders so that all manner of things are tangled 
together in his consciousness: democracy, the President, the 
Ministers, cars, sweat, dust, horse dung, money and the loan, 
which finally he gets from a friend. All these impressions work 
up to a crescendo of bitterness in his mind. 
With the borrowed money, he and his wife set out on 
their journey home to Blora. It takes about a day and a half 
by train. They have to stop at Semarang for the night. All 
through the train journey the narrator relives the past. As they 
pass certain areas, his mind starts to visualise incidents 
occurring in that particular area during the struggle against 
the Dutch. Because of his pre-occupations he hardly communicates 
with his wife on the journey. In fact he is unaware of her 
presence for much of the time. 
When they arrive at Elora there is nobody to greet them 
at the station. The telegram that the narrator had sent did not 
reach its destination because the telegraph poles had been 
destroyed by the Darul Islam terrorists. His arrival thus comes 
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as a surprise to his family. It does not take him long to learn 
of the condition of his family especially of his father. Later, 
on the same afternoon, he goes to the hospital to visit his 
father, who is in room number tbirteen! 
After the conventional exchange of questions and greetings 
the narrator realised that his father was very sick indeed and 
he had a presentiment that he would soon be losing his father 
forever. At the thought of this he could not hold back his tears, 
and wept as he had seen his younger brothers and sisters weeping 
ever since he arrived hmme. That night his uncle and aunt came to 
see him at the house and his uncle suggested that they try to get 
the help of a dukun since medical help had failed. Earlier they 
tried to transfer the father to a sanatorium but because of the 
high costs involved they had to give up the idea. Even the 
dukun did not give them much hope. 
During his stay in Blora the narrator managed to get 
re-acquainted with his surroundings. He met his old neighbour 
the goat-slaughterer who among other things advised him to 
repair his house. And furthermore, he added: 
'~pabila rwnah itu rusak, yang 
menempatinya pun rusak." (p. 45) 
"When the house is in a state of 
collapse, so too are those who live 
in it. 11 
The narrator undertook to have the house repaired, although 
he was not sure from where he could find funds for the project. 
He decided to tell his father of this undertaking hoping that 
it would make the old man happy. 
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His wife meanwhile was becoming very anxious about their 
financial situation. Since the father's health was showing no · 
sign of improvement she suggested that they return to Jakarta 
because of their limited finance. When the narrator told his 
father of their plan to return, he asked them to stay a few days 
longer. At the same time the narrator regretted that he had 
mentioned this to his father because he could see that it had 
disturbed the old man. From that day onwards there were 
ominous changes in his father's condition. The old man started 
asking for many things which he really did not want. These 
idiosyncrasies were really symptoms which did not pass unnoticed 
by his family as the narrator's uncle told him: 
"Ayarunu selalu melihat jam saja. 
Permintaannya sudah banyak sekarang, 
dan permintaan itu hanya karena 
keinginan selintas saja. Kedua-duanya 
itu adalah suatu pertandaan .... " (p. 62) 
"Your father is always looking at his 
watch. He craves for many things which 
are only passing fancies. Both are 
symptoms •... " 
The narrator and his younger brothers and sisters try their 
best to fulfil their father's wishes. 
At length, realising that there was no hope for recovery 
the narrator decided to take his father home. A few days later, 
he died - alone, without his children at his side. The long 
wait had come to an end. 
Many of his friends, especially those who gambled with 
him, came to pay their last respects. It was from his father's 
friends that the narrator came to know more about his father's 
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activities. He was a well-known Nationalist figure; he had 
sacrificed himself for the well-being of his society. This new 
knowledge created in the narrator a deeper respect for him. 
Bukan Pasar Malam is a simple story narrated in the 
first per~on. Like the other works we have discussed, it draws 
directly on the author's personal experiences and was in fact 
written not long after a journey he himself had made to Elora. 
The story is primarily concerned with the narrator's thoughts 
and feelings prior to his father's death from tuberculosis. In 
certain -scenes in the book there appear to be elements of close 
identification between the narrator in the story and Pramoedya 
himself as author. (The father for example, died at home, so 
did the author's own father. Prarnoedya at one stage worked with 
Balai Pustaka, so too had the narrator. His relationship with 
his wife was also as strained as the narrator's relationship 
with his wife). 
The story is set shortly after Indonesia had gained 
independence. It shows how the new Republic had failed both 
the narrator and his father. The narrator's father had devoted 
2 his whole life to the realization of this Independence. His 
illness was largely caused by his disappointment at the results 
of his sacrifice. The collapse of his society intensified his 
frustrations, as one of his· friends remarked after his death: 
" .... Ayah tuan jatuh sakit oleh 
kekecewaan - kecewa oleh keadaan 
yang terjadi sesudah kemerdekaan 
tercapai. Rasa-rasanya tak sanggup 
lagi ia melihat dunia kelilingnya 
yang jadi bobrok itu - bobrok dengan 
segala akibatnya .... " (p. 106) 
" .... Your father fell ill because of 
disappointment - disappointment at 
what had happened after independence 
had been won. It was as though he could 
not bear to see the disintegration of 
society around him with all its 
consequences II 
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Even the narrator had failed to realise all the sacrifices his 
father had made for the nationalist cause until shortly 
before the old man's death. He discovered that his father had 
sacrificed his health for his country, and in return he got 
nothing - no satisfaction, but only frustration. The disease, 
his friend implied, was the result of this frustration and to 
make matters worse, the father was also criticised by his own 
family. The narrator's conversations with his younger sister 
made him realise that he had wronged his father - had 
misjudged him. This realisation of his mistakes made him feel 
very guilty for underestimating his father. He wanted to put 
right his unsatisfactory relationship with his father before it 
was too late. 
As the story proceeds it becomes clear that the 
narrator's primary concern was to restore this relationship: 
Dan berjanjilah aku dalam ha.ti: 
aku ha.rus memperbaiki kelancanganku. 
(p. 6) 
And I promised myself that I would have 
to make amends for my impetuousness. 
In fact both father and son made an effort to achieve a 
reconciliation. Before the father died their mutual love 
and respect was restored, and the narrator's sense of guilt 
was relieved. He knew that his father had forgiven him. 
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He no longer had to live with his guilt. 
While in Blora he tried his utmost to give the best 
of everything to his father, though he had limited funds. He 
even suggested that the father be transferred to a sanatorium, 
but his father disagreed. The answer he gave was enigmatic: 
"O., - sud.ah tidak sampai., anakku. " 
( p. 33) 
"O, - it is impossible my son." 
Might it.mean that the expense was too great or that his 
condition was too far gone? Treatment in a sanatorium was very 
expensive and only the rich could afford it: 
" .... ongkos disanatorium mahai 
sekarang . ... jangan seka'li-ka'li 
berani mengharapkan mendapat tempat 
disanatorium." (p. 67) 
" .•• the fees of a sanatorium are 
high now •..• never ever dare hope 
to get a place in one." 
In other words - and this is the author's point - the father's 
life and health was in thrall to money. 
The father's words could also refer to his health. 
He realised that he did not have much time left. It is a 
common belief that a person near death knows for sure when his 
time is up. In fact the whole story is built on the theme of 
the approaching death of the narrator's father. When he dies 
the tension in the story is resolved and the story tends to fall 
apart. 
Though seriously ill, the father is aware of the 
anxiety in the family. He does his best not to show his 
sufferings, but the very sight of him is enough to make them 
shed tear~. The feeling of family spirit is very strong in 
Bukan Pasar Malam. It is only in this work that Prarnoedya 
represents what appears to be his own father's character and 
death to us through the father figure he attributes to the 
narrator. The relationship between father and son dominates 
the work. 
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As the old man's death draws closer the emotional tension 
increases. The narrator weeps at almost every meeting with his 
father. · So do the other members of his family. They all think 
of the same thing - death. From the very beginning, this is what 
the author has been leading up to. So when death finally does 
come, no one is shocked, not even the narrator and his family. 
All the time, and consciously too, the author has been pointing 
an arrow in the direction of death, building up a sense of 
impending tragedy. 
The images that arise in the narrator's memory from 
the very beginning of the story all serve to prepare the reader 
for this final resolution. "The heaps of red earth, the shot 
old sheep, blood, victims, graves, and carcasses" (gundukan 
tanah merah, domba tua yang ditembak, darah, kurban, kuburan 
dan bangkai), are all symbols of his father's approaching 
death. He associates everything that passes through his mind, 
every sign of impending misfortune or death with his sick 
father. 
The father's hospital room is number thirteen. Perhaps 
the author deliberately chose this thirteen, perhaps it was a 
coincidence. But the reader inevitably makes the association 
between the unlucky number and the father's ill-fortune. 
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On the very first day of the narrator's arrival at home, 
when the family is discussing the father's health, he looks out 
of the window, and his eyes light on a citrus fruit tree - the 
tree which his father had planted. Now it is dying: 
Nampak pohon jeruk yang dahulu di 
tan.am oleh ayah. Pohon itu telah 
kering dan hampir mati sekarang. 
(p. 24) 
I saw the citrus tree that father 
had planted. It was withered and 
almost dead now. 
There can be no doubt that the parallelism between the dying 
tree and the failing health of the person who planted it is 
intended. The author uses the symbol of a dying tree to create 
atmosphere, and indeed it is a folk belief that trees die when 
the one who planted them dies. 
A similar coincidence is the position of the mortuary. 
It is situated just outside the window of room number thirteen -
his father's room. On his very first visit to see his father, 
the narrator glances out the window, and notices it: 
Kulemparkan pandanganku kejendela, 
kearah kamar mati. Nafas panjang 
kuisap bersambung-sambung. ( p. 31) 
I cast a glance to the window in the 
direction of the mortuary. I dre.w a series of 
deep breaths. 
It is as though the narrator is looking to the transition from 
room thirteen to the mortuary. The reference to the mortuary 
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is another indication of approaching death. 
The theme of the approach of death and the passing of 
time is given special emphasis. The passing of time brings with 
it the approach of death. The heaps of red earth that he sees 
close to the station are themselves suggestive of newly-dug 
graves, and thus symbolic of death. He compares life to those 
heaps of red earth. Life too is gradually eroded by time, until 
finally it passes away just as the earth is washed away by the 
rain. Man being made of earth, the author compares the fate 
of man's life with that of the earth from which he is made. Thus 
the author is preparing his readers for what is to come. This 
image of heaps of red earth being eroded is thus intended to show 
the havoc wrought by time. A similar symbol is also found in 
the short story 'Yang Sudah Hilang', already discussed, the River 
Lusi's erosion of its banks. The symbolism is effective despite 
the fact that the author makes it over-explicit. 
The narrator's father, though very ill, constantly looks 
at his watch and reminds his children that visiting time is over. 
At every visit, no matter how sick he is, he reminds them of the 
passing of time. Usually be begins looking at his watch after an 
attack of coughing. By looking at his watch, he is reminding 
both his children and himself of the passing of time. Unconsciously, 
he is counting his time - the days left to him. 
The narrator's father then uses the passing of time as a 
reason to part from his children, just as when time has run its 
course, he will be separated from them forever. As time passes, 
93 
death gradually draws closer to him. The father's watch too has 
its signi~icance as the uncle observes: 
"Ayahmu selalu melihat jam saja." 
(p. 62) 
"Your father is always looking at 
his watch." 
Things change with the passing of time. Time destroys 
many things. The village has fallen into decay, people have 
died. Blora will never be the same again - (The theme of time 
lost, never to be regained which is also to be found in 'Yang 
Sudah Hilang', discussed earlier). The narrator realised this 
when he first arrived back at Blora and beheld its ruins. He 
found the town showing the ravages of war. Everything was run 
down; buildings of the past were all gone, only their shells 
remained. With them too had gone the pride of the people and all 
the beautiful memories of the past. How good things had been 
in the past, and how empty and bleak the present now seemed. The 
village was dying, just as his father was. 
These things made him a stranger to the environment he 
had known so well. No matter how much he tried to evoke his 
childhood memories of the village, this unfamiliarity, this gulf 
which now separated him from the place of his birth would always 
remain with him. His inability to cross this gulf is symbolished 
by his unsuccessful attempt to communicate with his village when 
his telegram did not arrive because the telegraph wires had been 
cut. This break down in communication symbolized a break with 
the narrator's own past. He still tried nevertheless to find some 
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means of reconciling past and present. The old goat-slaughterer 
for example, may be seen as a link between present and past. The 
decaying of the narrator's family home represents the decaying of 
the whole society, and perhaps as well the break-down of family 
ties, and of the narrator's own life. The house, the society and 
the family are in need of repair. The family house above all is a 
symbol of a broken world. 
Just as one element in the story is the strained 
relationship between the narrator and his father, another 
parallel, element is the strained relationship between the narrator 
and his wife. Neither attempts to improve the relationship. This 
is shown by the brevity of their conversation: 
"Besok jam dua belas siang kita 
sampai di Elora." 
"Jam berapa kita sampai di Semarang?" 
isteriku bertanya. 
"E:rnpat • II 
"Jangan terlalu lama di Blom, " kata 
isteriku. 
"Kita melihat keadaannya dulu." 
"BarangkaZi kaZau terlampau Lama, aku 
terpaksa pu Zang dahu lu. " (pp. 11-12) 
"Tomorrow at noon we'll arrive at Blora." 
"What time will we reach Semarang?" 
my wife asked. 
"Four." 
"Don't stay too long in Elora," she 
said. 
"We'll see." 
"If you plan to stay longer, I'll have to 
go back first." 
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There is no real conrrnunication. They barely speak to each other 
on the journey. The narrator is busy with his own thoughts: 
there is no mention of how his wife occupies her time. Her 
presence does not seem to interest him. Most of the time, he 
seems to be turning his face away from her and gazing out of the 
window. The landscape beyond the window brings back past memories, 
as the train passes through the former guerilla area. These 
frightening memories make him tremble. This attracts the wife's 
attention. When she asks what is wrong, he merely replies 
"maybe ~'ve caught a cold" (barangklai masuk an.gin), an easy way 
to avoid a lengthy explanation. He avoids revealing anything of 
himself to his wife. His memories are all personal, part of an 
inner life which he relates to his father, but one in which his 
wife is an outsider. Why then should he bother to explain his 
thoughts to her? It is obvious that they are not in the habit of 
connnunicating their thoughts to one another. He does not even 
bother to listen to what she says: 
"Engkau ini gconpang betul masuk angin~" 
isteriku menambahi. 
Peringatannya itu kubiarkan din.gin. 
(p. 14) 
"You catch cold easily," my wife added. 
I let her words pass coldly. 
The long train journey would have been less boring 
for the wife, if only the narrator had been willing to talk to 
her about his memories. But his whole interest is focussed on 
himself and his father, not on his wife. The author has given 
us a portrait of a self-centred individual. It is astonishing 
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that his aloofness does not make her inquisitive or bother her. 
She is as aloof as he is, perhaps due to her worries about money. 
Poverty, perhaps the author wishes to tell us, destroys human 
relationships. 
~ust as poverty may have created the unsatisfactory 
relationship between the narrator and his wife, so too, poverty 
may have contributed to the unsatisfactory relationship between 
the narrator and his father. When his wife reminds him that they 
cannot afford to stay too long in Elora with their limited 
resources, the narrator appears annoyed and turns his face away 
from her to gaze out of the window. He has lost interest in her 
now: 
.... Dulu - dulu sebelwn bertunang -
matanya amat bagus dalam perasaanku. 
Tapi kebagusan itu telah lenyap sekarang. 
Ya, matanya seperti mata orang-orang 
lainnya yang tak menarik perhatianku •. 
(p. 12) 
.•.. Before - before we were engaged -
I thought her eyes were very beautiful. 
But now the beauty had all gone. Her 
eyes were just like any other eyes that 
did not attract me. 
It is obvious that the author wants to draw our attention 
to the unsatisfactory relationship between the narrator and his 
wife. The first sentence the narrator utters to her when she 
enters the story for the first time, shows their tense relationship. 
He sarcastically tells her that they are not going on a honeymoon, 
but are going to visit his sick father. He feels resentful of 
everything, because he cannot really afford to go home to see his 
father. His mood still does not change when a friend lends him 
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money for the journey. He is moody and keeps to himself, ignoring 
his wife and putting her totally out of his mind, obviously 
unaware of her presence most of the time. 
The picture that the author gives of the wife is that 
of a practical and unimaginative woman. She does not show any 
response when her husband tries to interest her in the beautiful 
scenery of his native Central Java. Instead, she goes back to 
sleep after looking at the view, finding it not worth her attention . 
This attitude of hers really annoys him: 
"Liha.tlah, betapa cantiknya hutan itu." 
Diam-diam isteriku menjengukkan kepala-
nya keluar jendela. Kemudian kepalanya 
ditariknya lagi dan ia bersandaran dipojok 
bangku kereta. 
"Liha.tlah jurang itu. Alangk.ah dalam! 11 
Ku.pan.dang 
matanya. 
itu turun 
isteriku. Ia membuk.a tapuk 
Dan kemudian tapuk matanya 
pula dan tertutup kembali. 
Aku mengeluh. (p. 19) 
"Look, how beautiful the forests are." 
Silently my wife put her head out of the 
window. Then she pulled her head back and 
leaned against the corner of the seat. 
"Look at that ravine, How deep it is~" 
I looked at my wife. She opened her 
eyes and then closed them again. 
I sighed. 
In contrast to the wife the narrator has a poetic and wide-
ranging imagination - in fact too much so for her. It is also 
because of this basic difference between them that their 
relationship is strained and this tension is never resolved. 
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The wife's role in the story comes to an end with the 
death of the father. Her disappearance is abrupt. There is no 
parting - nothing. There is simply no further reference to her. 
The relationship between husband and wife appears to be subordinated 
to the dominant theme of reconciliation between father and son. She 
is not intrinsically bad. She does all that a good daughter-in-law 
should do, attentively waiting on her father-in-law, and gaining 
his affection, but her character is simply not developed. 
Early in the story, the author shows a concern with time. 
As the train rattles along the rails, and the narrator looks out 
of the window, his mind moves backward and forward across time: 
then and now, then and now. Time is likewise an element or also 
has a role to play in the relationship between the narrator and 
his wife. When he was busy with his own thoughts, she broke into 
his concentration by asking about time: 
"Jam berapa kita sampai di Semarang?" 
isteriku bertanya. (p. 11) 
''Jam berapa, mas?" Isteriku bertanya. 
(p. 15) 
"What time will we reach Semarang?" 
my wife asked. 
"What is the time, mas?" my wife asked. 
Her concern about time here, is an unconscious reminder to him 
that whatever one thinks about the past, it is gone beyond recall. 
Time has taken everything away. And the tone in which he answers 
her question, shows that whatever time it is, its too lat~ to 
establish a better relationship with her. 
The wife is concerned about the length of time they are 
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to spend in Blora. For her, the more time spent in Blora, t he 
more money is lost. Since they came home with limited funds, 
time means money. That is the reason why she is over-anxious to 
go back to Jakarta and this is one of the reasons for their 
disagreements. Here too we see an example of money destroying 
personal relationships, even though the narrator admits that in 
some respects their personalities are incompatible: 
Dan sebagai biasanya pertengkaran yang 
timbuZ oZeh Zainnya aZasan dan pendirian. 
(p. 84) 
And as usual quarrels arose from different 
temperaments and attitudes. 
The time they have spent together has not helped the growth of their 
relationship. As everything else in the story is heading towards a 
collapse, so too is this relationship. 
In contrast to the strained relationships with his father 
and his wife, his relationship with his younger siblings is normal. 
To them he expresses affection and concern. He appears to accept 
his responsibilities to the family: "Yes, I will rebuild the house." 
(p. 46) When they are sad because of all that had happened he 
assures them: 
" .... Jangan engkau sedihkan semuanya itu. 
Eng kau masih punya kakak. Dan aku akan 
berbuat sekuat tenagaku untuk kebaikarvru 
semua. " (p. 64) 
" .... Do not feel sad because of all 
these things. You still have an elder 
brother. I'll look after your welfare 
with all my strength." 
In return they respect him, as young people should in a society 
where the young should respect their elders. This is also one of 
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the social norms of his society which the author highlights in 
many othe~ novels and short stories, even though his feelings 
about this norm, and as others, are ambivalent. 
Then we learn that it was due to his concern for the 
welfare o.f the family that he was prepared to sacrifice even his 
relationship with his father by writing a 'biting' letter to him, 
From this, we see yet another aspect of the author's technique. 
For here, is the clue to the contents of the letter mentioned on 
the first page of the novel, a letter which had haunted the narrator 
for months. In this letter to his father, he had blamed the old 
man for neglecting his sick sister. Perhaps his outburst was also 
prompted by memories of his father's love for gambling which is 
revealed through the conversations of the father's friends after 
his death: 
"Tak ada orong yang begitu kuat berjudi 
selain dia," yang lain menyela. (p. 96) 
"No one can compete with him in gambling," 
says another. 
" .... Dua-hari-dua-malam, ka1.Jan, dan dia 
belum juga bergerak dari tempat duduknya. 
Jadi Zima-ha.ri-lima-malam sudah. Juga tidak 
makan, tidak minum dan tidak buang air. 
Aku pikir, dia bukan sembarang orong." 
(p. 97) 
" ..•. Two-days-and-two-nights, friends, 
and still he did not move from his seat. 
Then it became five-days-and-five-nights. 
He did not eat, nor drink nor relieve 
himself. I think he was no ordinary man." 
The father had been admired for the way in which he could sit 
at the gaming table for days on end. When he was in a gambling 
mood he forgot everything, even the needs of his own family. So 
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the narrator being far from home, in fact in prison, may have 
suspected . his father was on one of his gambling sprees and had 
neglected his family. But the reply he got to this letter from 
his father, makes him feel very guilty for entertaining such 
thoughts. This is the guilt that the narrator has carried from 
the beginning of the story until his meeting with his father in 
hospital. This sense of guilt runs through the story right up 
to the moment of reconciliation. But Bukan Pasar Malam is one 
story in which there is no condemnation of the father's gambling. 
Either the author had come to terms with it or had conceived the 
father on a scale larger than life to such a degree that even 
his faults were on a grand scale and became evidence of his 
superhuman qualities. 
There is an interesting irony in the letter the narrator 
wrote to his father in which he says: 
Sungguh aku tak bersenang hati. 
Mengapatah adik saya itu bapak 
biarkan sakit. 0, manusia ini hidup 
bukan untuk di makan tbc, bapak. Bukan. 
(p. 92) 
I'm really unhappy. Why did you let 
my sister lie ill. 0, man's life is not 
something that should be devoured by 
tuberculosis, father. No. 
It is tuberculosis that is to take the life of his father. 
From the story we· infer that the narrator had a strong 
sentimental streak to his nature, and is prone to indulge in 
introspection. During the long journey from Jakarta to Blora 
he passes his time reliving the past. The places he passes 
through all have their memories. His emotions are easily aroused. 
' 
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During the stay in Elora, he is moved to tears many times, 
especially when at his father's bed-side in the hospital. 
Perhaps his bitter experiences have done this to him. The war 
has robbed him of his family. During the Japanese Occupation, 
he lost his mother and his youngest sibling. His mother's death 
especially came as a blow to him because she was the only person 
with whom he had a close relationship. Then he lost both his 
grandparents and now he is about to lose his father. 
As we read the story, we also notice that the author is 
fond of , contrasts. He compares the gloomy overcast sky of sunset 
with the brightly lit Presidential Palace. The feelings of 
depression he experiences are accentuated by the sombre colours of 
the sunset: 
Antara gelap dan lembayung sinar 
sekarat dibarat yang merah~ spedaku 
meluneuri jalan kecil depan istana. 
Istana itu - mandi dalam cahaya 
lampu listrik. (p. 8) 
Between the dark and purple (of the 
sky) was the last trace of a gleam of 
red in the west, my bicycle glided 
along the small lane in front of the 
palace. That palace - bathed in electric 
light. 
The phrase antara gelap dan lembayung sinar sekarat yang merah, 
suggests a picture of gathering darkness, sadness and misery, as 
if nature itself shares in _his feelings of gloom. In particular 
sina.r sekarat yang merah (rendered 'the last trace'), where 
sekarat may be a pun on sakarat (death rattle), could symbolise 
the approach of tragedy. The picture of the Presidential Palace 
bathed in light, on the other hand, stands in striking contrast 
with his mood, and his feelings of gloom. 
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These are all the things that filter through his 
consciousness and this consciousness reacts to various things 
in the physical environment which are described. After listing 
tahi kuda (horse dung), heat, sweat - all these things pile up 
on tpp of the other, the narrator strengthens his expression of 
dissatisfaction by saying that if only he had a car, things would 
be different. Various thoughts, such as the need for money and 
the past, pass through his mind, but above all, he is concerned 
with the letter and his father. His poverty makes him despise 
everything - including himself. He feels that the rich cause 
much trouble for the poor, without even realising it. These are 
the reactions that pass through his consciousness, reactions 
stimulated by his physical experience. The perpetuation of the 
distinction between the rich and the poor, and his perception 
of the dominant role of money, create in him a perception of the 
class structure of society. He concludes that money corrupts 
personal relationships. This idea of class structure may derive 
from a reading of western literature or an innate sense of 
justice. 
In addition to highlighting such contrasts, the author is 
fond of emphasizing specific images, sometimes in order to 
express his bitterness and frustration, as with democracy for 
example. Cynically, the narrator says that democracy is a good 
system, in which everybody is free to do as he likes as long as 
he has money. But without money one is paralysed. This 
consciousness of the need for money, lowers the value of human 
relationships, It occurs time and again in many of Pramoedya's 
stories. 
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Perhaps one major point that the author wishes to 
make by his use of these devices, and the continuous contrast 
between past and present, is the effect of the chaos of revolution 
now past, upon the present. Social conditions, despite all 
expectations are far from satisfactory. The physical revolution 
is over, but society is still in turmoil. The people are victims 
of merciless time, which has shown the futility of the war. The 
stru~~le has not resulted in happier more prosperous tiraes, but 
instead resulted in further social injustice. In the past, the 
struggl~ was for freedom - for independence. Now, it is for 
survival. The struggle for political independence has been 
achieved, but the struggle for survival has no end. 
It is important to be aware of the technical devices 
that the author uses to create the atmosphere of his story. 
A train journey is such a device, and the long train journey to 
Elora from Gambir Station through Cakung, Kranji, Tambun, 
Cikarang, Tanah A~ang, brings nostalgic memories to the narrator. 
It is a journey onward in time, yet also backwards into the past 
to ~eet memories that have changed in the interval to become the 
present. Another device the author uses is that of interior 
monologue instead of lengthy dialogues, to present to the 
readers the narrator's war-time experiences and his present 
state of mind. He relates these in a set of flas~backs. By 
the use of flash-backs he moves back into the past and then 
skillfully returns to the present withot1t breaking the flash-
backs into disconnected ser,ments. Yet this constant movement 
shows how unstable is the narrator's concentration. 
.. 
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Yet another technique with which the author points up 
the dichot9my between past and present is to contrast the 
physical stature of the narrator as a man, with what it was 
when he was a child. When he re-enters the house, his head 
bumps against a beam, which was far above him when he left home. 
Bukan Pasar MaZam like many stories characteristic of 
Pramoedya, is based on a single character. All the events are 
centred around this ego - his relationship with his father and 
family, with his wife, with the past, the present and with his 
environment. In this way all the threads of the story are drawn 
together with the ego (narrator) as the central point. 
As we have said, Bukan Pasar MaZam is a study of the 
consciousness of a man whose father is dying. Through this 
consciousness, the author presents certain perceptions of 
reality. This consciousness is not a completely passive 
reflector of tl1is world even though the narrator never takes 
any decisive actions. He responds to his society but cannot 
find a path of action which will solve the social problems which 
trouble him. He looks back on the past, and sees it as having 
heen better than the present. :~othing is as it was then. The 
revolution was just like a lottery, which offered huge prizes to 
3 be won. But things did not work out in the way he and his 
fellow revolutionaries had anticipated and present conditions 
offer no hope of better times to come. Perhaps he expected 
too much from the revolution, and his disappointment has given 
him a jaundiced view of things around him. It is perhaps 
typical of his character that he has swung from wild enthusiasm 
II 
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to black despair in a matter of a year or so. The reaction one 
would expect from an impulsive emotional person. 
The speech of one of the visitors at the funeral high-
lights one of the deepest feelings of the narrator - that of 
lonelines$. The author presents this feeling of his narrator 
through the words of the Chinese businessman, the father's 
gambling companion who says: 
" .... !1engapa orang ini tak 
ramai lahir dan ramai-ramai 
Aku ingin dunia ini seperti 
ma lam. " ( p . 9 9) 
. 
ramai,-
mati? 
pasar 
" .... Why do we have to be born alone 
and die alone. I wish this world was 
like a night carnival." 
These words are central to the theme of the book, and it is 
from them that the title is taken. The Chinese businessman 
wants life to be like a night carnival, where people flock 
together and leave to8ether. The intensity of feeling which 
the book communicates suggests that it derives from something 
very personal in Pramoedya's experience. There is a strong 
personal element in much of Pramoedya's work, but in this novel, 
it comes through with a special force. 
It may be observed that his characters are all 
ordinary people caught up in circumstances over which they 
have no control. Despite his ambivalent attitudes to elements 
in his own culture as we have shm·m, he is thoroughly Javanese, 
in his cultural attitudes. It is not surprisin~ therefore that 
certain scenes in his stories appear to have reference points in 
the wayang tradition. There are examples of this in Bukan I'asar 
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/,1alaJT/ . lfuen the narrator '·s father was on his death bed , in his 
delirium he spoke of ninety-nine cobs of corn being shot from 
the east, but none of them hit. The phrases he utters may be 
interpreted in vari-0us ways. One possibility is that he was 
using images from different perio-ds of his life. He was the son 
of a penghulu - a mosque official, but turned away from the 
mosque to Nationalism, to be a teacher, to lead children into 
the garden of patriotism, So perhaps the imagery is in part 
Islamic. Ile sighs about the need for kemenangan (victory, 
pp. 85-~6) - and kemenangan is the Indonesian equivalent of faZah 
in the call to prayer: hayya <ala >Z-faZah - come to security. 
Thus ninety-nine may refer to the ninety-nine names of God, and 
the shape of the corn represents the Minaret. 
The words - dari jurusan timur (p. 90), are suggestive 
of an Indonesian patriotic song, 'Di Timur Matahari' , composed 
by H.R. Supratman in 1931, inspired by the formation of the 
organisation Indonesia Muda at sunrise of the New Year 1931. 4 
The song was taken up by the Nationalist Scout Movements and the 
like, but was banned by the colonial government. For obvious 
reasons, it was revived during the Japanese Occupation. 
The old man's delirium then appears to represent 
disconnected fragments of his memories. 
The reference to the east and by implication, the 
rising sun, then most probably refers to the Japanese. 5 The 
cobs of corn, fired on from the east, yet not hit appear to 
represent the Japanese attack on the Indies, the cobs of corn 
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referred to being a component of the Joyoboyo 'prophesy' that 
became very popular among the Javanese at this time. In brief, it 
is as follows: 
According to the prophesy of Joyoboyo, 
after the White Buffalos (i.e. the Dutch) 
has ruled in Java for a certain period 
it will be defeated by a "Yellowish 
Little chicken" (i.e. the Japanese). The 
Yellowish little chickens will then rule 
Java for the life time of the corn (maize 
plant), after which the Ratu Adil (the 
Just King) will come into his own. 
The maize plant takes three and a half 
months to mature. As the period of the 
Japanese Occupation passed this time 
limit, so the national length of the life 
of the maize plant was also extended. 
Hhen at the end of three and a half years, 
the Japanese were defeated, this was 
interprete<l as the period after which 
there was no 6hope of the maize germinating. 
But there are other possibilities. The number ninety-
nine may be associated with the ninety-nine Kur(Jl;)a brothers in 
the wayang epic. The ninety-nine Kurawa brothers are evil even 
if not the worst possible evil because in the wayang this is 
represented by giants and ogres. But compared to the five 
Panda1va brothers who represent justice and virtue, the Kura1va 
are the evil party. Their evil deeds are prompted by greed. 
If the symbol of the ninety-nine cobs of corn is to 
be interpreted in this way, they may stand for chaos and havoc 
in society. This chaos and havoc (social injustice) cannot 
be dispelled until man rids himself of greed. Even up till 
his last hours, the narrator's father is unconsciously 
fighting against this evil. 
J.J 
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It is also possible to see counterparts to conventional 
wayang scenes elsewhere in the story. In the first chapter, the 
'action' is initiated by a letter the narrator receives from his 
uncle. It is reminiscent of the first audience scene in a 
wayang drama when the ruler receives news of some danger. The 
narrator learning of the problem he faces - his father's illness, 
and his setting out to borrow money for the journey home, may 
be seen as parallel to the ruler being informed of the bad news 
in the wayang, and the army dispatched on its mission to 
investigate or head off the danger. 
The narrator's train journey home may be seen as a 
counterpart to the chariot scene, the heaps of red earth at 
the station, dust and dirt, horse dung, the broken telegraph 
poles and wires and the destroyed town which the author describes 
so vividly may be seen representing nature in turmoil and thus 
have a role corresponding to that of the gara-gara scene in the 
wayang drama. 
The hospital scene in which the narrator's father 
as it were, receives him in audience has elements in common 
with the 'hermitage' scene. The turning point of the narrator's 
father's health when his illness begins to 'flower' and to 
lead directly on to his death, may represent the 'flower battle' 
scene. The old man's last hours where he is in conflict 
between life and death could be seen as a counterpart to the 
'great battle' scene in the wayang . 
The conclusion of the story where all the narrator's 
. 
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father's friends gather at the funeral, and later when the 
narrator and his siblings prepare themselves to start a new 
life may be seen as parallel to the final audience scene of 
the wayang drama in which all the Pandawas gather to celebrate 
or offer thanks.* 
Of course it is not possible to press such 
correspondences too far. But there is certainly enough evidence 
to suggest that Pramoedya's imagination is shaped by the 
imagery and structure of the wayang, and that he sees the 
deepest · problems of life and death, and the lessons to be 
learnt from these problems in a structure that has counterparts 
in the structure of the wayang drama. Given the depth of his 
involvement in this book it would be natural for that art form 
which related most deeply to his personal formation to be 
reflected in it, even without any conscious intent on his part. 
Further study may show how deeply the structure of the 
wayang and the role of wayang archetypes lies with Pramoedya's 
personality. References to this possibility have already been 
r.1ade by Professor A.H. Johns and H. Aveling but this issue cannot 
be discussed at length here. 
r 
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CHAPTER 6 
SHE WHO YIELDED 
1 
'Dia Yang Menyerah' is by far the longest of the short 
stories in the Cerita Dari Elora collection, being almost a short 
novel. It concerns the experiences of a poor family in Elora 
from 1942-1950, that is during the years of the Japanese Occupation, 
the Indonesian struggle against the Dutch and finally the transfer 
of sovereignty to Indonesia. 
These years bring the family nothing but misery, and when 
finally the struggle is over, and Indonesia is an Independent 
sovereign state, the family is left with nothing, materially, 
physically or spiritually. The family home is destroyed, both 
parents, two brothers and a sister are dead. There is nothing 
and no one to celebrate. The events which have reached their 
climax in Independence, have robbed the family of everything. 
The survivors have nothing left to them but submission to fate, 
or perhaps simply to time and what it brings. 
The story evolves around one member of this family, Sri, 
and her life through these years. Shortly after the Japanese 
Occupation, as a result of the poverty and misery that it brings, 
her mother dies. At this time Sri is eleven years old. 
Immediately after the mother's death, relatives pounce 
on the house and plunder everything of any value among her 
mother's possessions. The three sisters are unable to resist 
Ii 
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or protest, because according to Javanese tradition the younger 
members of a family have always to accept without demur the 
actions of their elders. 
This is a tradition of which Is, the eldest of the 
three sisters, is to take advantage in due course. She forces 
Sri to leave school two months before she can gain a qualification, 
to look after the family so that she (Is) can work as a typist 
in a government office. At first Sri objects but later yields 
in recognition of her place in the family hierarchy. Hhat else 
could she do? 
. . . anak yang berwrrur dua be las tahun 
itu tak berani meZawan kehendak kakaknya 
yang berwrrur dua tahun Zebih tua 
daripadanya. (p. 267) 
... a child of twelve dare not oppose 
the will of a sister two years her 
senior. 
And in any case, there is no answer to Is's argument: 
"Engkau adikku - dan engkau harus 
mengaZah." (p. 269) 
"You are my younger sister and you 
must give in." 
In Sri's society, the rights of age are absolute. 
She has no choice but to give in. This is the first of a 
series of occasions on whi~h her interests have to be 
sacrificed without complaint, and there is no one to whom she 
can have recourse. She cannot tell her problems to her 
father because he is busy with the demands of the various 
organisations to which he belongs. There is already a rift 
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between them. Due to these responsibilities he has little time 
for his family and the rift grows progressively wider. In 
addition, her two elder brothers to whom she might have turned 
for support, have been conscripted by the Japanese and reported 
killed in Burma. 
The report of his sons' death brings about a change 
in the father. He rarely goes out now, and spends more time 
with his family. This change however, only brings a short-
lived happiness. When on the Japanese surrender, Indonesia 
proclaims its Independence, the father, as an ardent Nationalist 
is once again busy with his organisations, and is often away 
from home. 
This proclamation of Independence fills everybody with 
hope for a brighter future, but their expectations are 
disappointed. A band of Communists take advantage of the 
unstable situation and seizes control of Blora for a short 
period. They inaugurate a reign of terror, worse even than 
that of the Japanese. Sri's elder sister Is, joins the Party. 
Her father on the other hand remains loyal to the Nationalist 
government. He is arrested, imprisoned and along with others 
dies in a prison fire, when the Communists are forced to 
abandon the tmm. Sri herself is forced to join the Communist 
Youth fovement as a 'volunteer' leaving Diah, the younger 
sister in charge of the family. 
Hith the defeat of the Conununists, the town is again 
under the control of the Republican government. In the aftermath 
.. 
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of the Communist defeat however, a lot of killing t ake s place, 
as the Siliwangi soldiers pursue the fleeing Communists. Crops 
are destroyed, including those belonging to the Sri family: old 
scores are settled, and those who supported the Cormnunists, or 
were suspected of having done so, are victimised. 
At length Sri returns home, having succeeded in 
escaping from the Communists. But another tragedy awaits her 
family. A Dutch force expels the Republican administration 
of the village and returns it to Dutch control. Shortly after, 
Sri's elder brother, who was believed killed in Burma, suddenly 
appears in Dutch uniform on their door-step. This unexpected 
reunion, which should have nade the family happy, brings disaster. 
The Nationalist guerillas believing that the family are collaborators, 
burn down their house and kill the brother. 
When at length the war ends, the family has to build a 
small hut in the rice field as a shelter. To rebuild the house 
is beyond their means. They have lost everything. They no 
longer care about or take any interest in the events around them. 
When a huge rally is organised to celebrate Independence the 
family refuses to attend. Sri has suffered too much, she submits 
to everything, to fate, to time, and to whatever time brings. 
Her philosophy becomes: 
"Biarlah semua itu terjadi. Biarlah. 
Kita harus bisa menghilangkan diri 
kita serzdiri. Kita anggap saja diri 
kita ini tak ad.a. Dan semua akan 
berjalan dengan lancar." (p. 340) 
"Let it all happen, disregard everything. 
We must be able to conjure away our own 
.. , 
selves, regard them as no longer 
existing. Then all these events can 
speecl on their course."2 
And her sister Diah echoes: 
"BiarZah bajingan-bajingan tetap 
jadi bajingan. BiarZah yang baik 
tetap baik. Kita berZima menyerah 
pad.a keadaan. Ya, kita menyerah. 
Dan tiada gunanya Zagi kita mem-
berontak." (p. 340) 
"Let the wicked remain wicked. Let 
the good remain good. The five of 
us will give in to circumstances. 
Yes, we have to submit. There is no 
point in resisting." 
This surrender in fact, is the significance of the 
title which encapsulates the central theme of the story, set 
against a traumatic sequence of events from the Japanese 
Occupation until the transfer of sovereignty. 
In this story Prarnoedya has given a detailed picture 
of human ruin and the degradation of society as a result of 
war. The tone of the story reflects sadness, misery and 
frustration. In it the author shows the worst side of human 
nature, and exposes the evil aspects of the social structure 
in which the characters live. The whole fabric of village 
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life has broken down. There is nothing to hold onto, to live 
for, or to hope for. Not even neighbours can be trusted, for 
they will be the first to turn against you when disaster strikes. 
It is the relatives and neighbours who seize the lion's share 
of Sri's mother's possessions when she dies. It is the 
neighbours who help to consume the sacks of rice that Sri's 
family received from the District Office as compensation for 
the death of their brothers in Burma. It is the neighbours 
too who quickly side with the Communists when they come to 
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power, and carry the father off to jail, because he remains loyal 
to the Nationalists. Sri accuses them bitterly: 
'_'Engkau mengkhianati tetanggamu 
yang tak pernah mengkhianati 
engkau. " (p. 29 2) 
"You betrayed your own neighbour 
who never betrayed you." 
While their father is in jail, a neighbour pretending 
to symp~thise with them in their ill-fortune, volunteers to 
stay with them and help them. In fact she steals whatever she 
can lay her hands on. Though the family realises this, they 
act as though they are unaware of what is happening. None of 
their neighbours lift a finger to help Sri and her family when 
their house is burnt down by the guerillas, nor do any of them 
offer shelter after that. The circumstances in which they live 
have dehumanized them. The need to survive amid the destruction 
of war has enclosed all of them in their own worlds. They can 
give their energies and interests to one thing only: self 
preservation. War, like poverty, has made them less than 
human. 
This does not happen only with neighbours, family 
relationships are affected too. We have seen how the father 
is always busy with his own concerns and neglects his children. 
Because of this continuous neglect, there appears never to 
have been any wannth or intimacy between him and them. This 
is shown in the passage: 
• 
Antara bapak dan anak sudah sejak 
mulanya terdapat penceraian yang 
jq.uh. Bapak terlampau banyak bekerja 
untuk kebaikan masyarakat. Dengan 
demikian rwnah tangga sendiri kocar-
kacir. Dan antara anak dan bapak 
kemudian membentang jarak yang jauh -
beberapa puluh mil. (p. 268) 
Between father and children from 
the very beginning there had 
always been a wide rift. Father 
was so busy working for the well-
being of society. As a result his 
own household was in disorder. 
And later the rift between them 
grew into a gulf dozens of miles 
wide. 
He is presented as a self-centred, smug individual who cares 
only for his own interests. He works to satisfy his own ego 
not for the benefit of his family. 
Other members of the family too, are often arbitrary 
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in their behaviour and emotional in their responses. Is, the 
elder sister shows little worry or concern when her father falls 
into the hands of the Connnunists. As a party member herself, 
she knows very well what will happen to him once he is their 
prisoner. Her sisters know only too well that they can expect 
no help from her: 
"Bisakah dia diharapkan petolongannya, 
mbak?" Diah bertanya pada Sri. 
"Tidak. Ia tak bisa berbuat apa-apa. 
Dania pun takkan berbuat apa-apa." 
(p. 302) 
"Can we expect her help, sister?" 
Diah asked Sri. 
.. 
"No. She cannot do anything. And she 
will not do anything." 
Is, too, is totally unscrupulous, pursuing solely her own 
interests without any care for the feelings or needs of her 
siblings and the other members of her family. She despises 
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her own traditions. Her attitude towards them is vividly and 
passionately expressed. She tells her siblings that in a 
Communist country men and women have equal rights. Women no 
longer have to kiss their husbands' feet or children their 
parents' and grandparents' feet on ceremonial occasions (p. 298). 
But she made use of these same traditions when they suited her 
own purpose. She uses her seniority to force Sri to shoulder 
the burden of caring for the family, a responsibility which in 
fact, was hers. Once she becomes involved with the Communist 
movement, she prefers to live in the barracks with her fellow 
party members than to stay at home with her poverty stricken 
family. 
Another aspect of the destruction that war brings to 
family relationships is to be seen in the unexpected return of 
the brother thought dead in Burma. During the inter-regnum 
of Dutch rule over the area, after the Siliwangi regiment which 
expelled the Communists has in turn been driven out, the brother 
reappears wearing a Dutch uniform and driving a Jeep. The family, 
whatever their inner feelings, greets him fearfully. Insensitive 
to or ignorant of the situation at home he mistakes the 
expression of fear on their faces for coldness towards him. 
His reaction is expressed in the following outburst: 
J. 
• 
"Jadi., inikah penerimaan yang harus 
kuperoleh? Aku kira engkau semua 
akan merasa berterima kasih karena 
aku terlepas dari bah.a.ya maut -
begitu jauh., di Birma. Tapi ini tidak. 
Engkau mengusir aku_ dengan semau hatimu 
sendiri. Engkau lebih takut pada 
perampok daripada tentara kerajaan." 
(p. 335) 
"So this is the welcome that I get? 
I thought that you would all be 
thankful that I escaped death so far 
away in Burma. nut no, you chase me 
away just because you feel like it. 
You are more scared of the brigands 
than you are of the royal Dutch army." 
Whether the relationships are between neighbours or 
within a family, they are far removed from what is ideal, or 
even normal. As a result of the revolution, no one seems 
capable of doing anything constructive, either for themselves 
or for society. All submit to Fate without considering the 
possibility even, of an alternative action. During the 
Japanese Occupation, everyone submits to Japanese rule; when 
the Republicans take over, everybody submits to Republican 
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rule. Even when the Communists rule by terror, everyone submits, 
and accepts it as their fate. No one, not even the guerillas, 
puts up a fight to protect Blora. Blora surrenders without 
any resistance. In the story Sri and her family personify the 
whole village. Throughout the story, Sri simply advises her 
family to submit. Perhaps Pramoedya's character is 
reflecting in an incomplete, distorted form a Javanese 
mystical concept known as sujud swnarah (self submission), 
through the practise of which one may achieve outward and 
3 inward peace . 
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This sujud sumarah is the fruit and indeed the climax 
of practising three 'statements' of swnarah (submission). The 
first is: 'One is incapable of doing anything'. In other words 
one has to convince one's self that one can do anything except 
by the will of God. The second is: 'One possess nothing'. This 
means that God possesses everything, even one's body and soul. 
Man has these things only on loan. If they are lost or stolen, 
this means that the period of loan has passed, and the goods 
have been reclaimed by the owner. The third is: 'One surrenders 
one's b~dy and soul' - which is an extension of the second 
4 
statement. Perhaps Pramoedya is implicitly stating, (whether 
with tongue in cheek or not cannot be established) that one 
needs to have reached the summit of ascetical mysticism to be 
able to endure what has to be endured! 
But even if this is what the author intended, he has 
made it clear that true sumarah has not been attained. For 
swnarah demands an act of choice, and Sri makes no act of choice: 
she accepts, almost without emotion, all that happens. It is 
as though she has no individual self to overcome. At her age, 
Sri should be full of life and enthusiasm, but instead she has 
something of the total passivity of someone advanced in years, 
who has only to wait for death. 
Again, and this too is speculative, perhaps Pramoedya 
is using this mystical system as a reference point simply to 
show the helplessness of the poor in the face of such events. 
Far from being helped by their traditions, they cannot even use 
them properly. They use only a part, not the whole. The mystical 
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idea is that when one has realised one can do nothing, one turns 
to God. Sri can do nothing and we have no evidence of her turning 
to God, or making a conscious submission to a Divine Will! 
If Sri and the others had strugged before submitting, 
their liv~s could have been different. Pramoedya is saying that 
submission without struggle is defeat. Submission is the only 
part that Sri has played in the events that lead to the proclamation 
of Independence, and thus she is defeated. Sri and her family 
have no choice. Fate carries them blindly along, just as the 
River Lusi flows swiftly and erodes its unresisting banks. 
Perhaps, Pramoedya is implying that women, children and the very 
poor are bystanders in the turmoil of the revolution, as much likely 
to be carried away and destroyed as the banks of the Lusi when 
the river is in flood. 
Pramoedya's sympathies are for such ordinary people 
helplessly caught in events over which they have no control, 
and he.mercilessly exposes those who take advantage of the 
break-down of society. Sakidin, the Communist propagandist is 
one such exploiter who meets a well-deserved end. l~en the 
Communists are defeated and flee, the villagers turn on him. 
He runs as hard as he can to escape the mob but to no avail. 
Pramoedya describes his flight and pursuit graphically in the 
following words: 
.... Dania lari terus, Lari terus. 
Lari terus. Dengan tiada tujuan. 
Dengan tiada bimbingan maksud. Ia 
lari r...arena nekad. Kehilangan segala-
galanya yang ada dalam jiwanya. Dan 
mulutnya yang kering mengapur berte-
riak-teriak sejadi-jadinya: 
., 
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"Ampun~ Siliwangi! Ampun~ Siliwangi."' 
fapi orang tak sempat mengumpulkan 
pengampunan lagi di dalam dadanya. 
Dan Sakidin tetap berlari-lari dan 
melompat-lompat. Akhirnya prajurit-
prajurit yang kebanyakan peluru 
melepaskan tembakan .... (p. 316) 
: ... And he ran on and on blindly. 
He ran not knowing where he was 
going. He ran because of desperation. 
He had lost everything in his soul. 
And he struggled to shout through 
the dryness of his mouth: 
"Forgive me, Siliwangi! Have mercy, 
Siliwangi!" 
But nobody could forgive him. And 
Sakidin kept on running and jumping. 
At last the soldiers who had bullets, 
and more than enough to spare, shot 
him .... 
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'Dia Yang Menyerah' , like 'Pelarian Yang Tak Dicari', 
is told by a third person narrator who is not directly involved 
in the events described. Although written on a different scale, 
it too, appears a little contrived. Sri (something like Siti) 
is a simple character, almost a cipher. She is the one who 
reflects the story. Sri lives through all the experiences the 
story describes, but once they are past, has no further memory 
of them. The events are narrated, one by one in chronological 
order as she experiences them. Like Siti, she submits almost 
without hesitation whatever happens. When in the last quarter 
of the story, Diah takes over the main role, one is hardly 
aware a change has taken place. There is a change in the name 
of the main role but the character of the person in that role 
has not changed. Both are playing the same role - the dutiful 
C 
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daughter and sister. We continue to feel the presence of Sri 
in Diah, ~s Diah in her turn submits to circumstances. The only 
difference between the two sisters is that Diah has an emotional 
element in her personality. She weeps at the cruelty around her . 
She shows pity for those in distress regardless of whether they 
are good or bad. She covers the blood stains of those slain 
with earth and ashes while the rest of the villagers cheer 
enthusiastically at the killings, Pramoedya's description of 
this, at least, is moving: 
.... Tiba-tiba ia Zari kedapur. 
. . . . Diambi Znya abu dapur dipiring 
tanah dan dibauJanya sebuah cangkuZ tua. 
BerZari-Zari ia pergi kete,mpat Sakidin 
tadi mendapat tembakan pada perutnya. 
Ia berjongkok. MuZutnya mengucapkan 
beberapa doa. Ditahurkan abu dapur 
itu diatas darah ditanah yang muZai 
mengcokZat hitam. Kemudian ditimbunnya 
dengan tanah.... (p. 317) 
.•.• Suddenly, she ran to the kitchen • 
.•.• She put some ashes from the stove 
in an earthenware dish and took an old 
hoe. She ran to where Sakidin had 
been shot in the stomach. She squatted 
down. She mupnured some prayers and 
spread the ashes on the dark blood 
stained ground. Then she heaped it 
over with earth •... 
And on another occasion: 
rersedan-sedan ia. Ditimbunnya darah 
kurban itu dengan pasir pinggiran 
jaZan. Ia Zari lagi. Lari dan Zari .... 
(p. 319) 
She was sobbing. She covered over the 
victims blood with some sand from the 
roadside, and then ran on. She ran and 
ran .... 
Pramoedya does not explain why she does this. It 
·, 
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may be a folk belief that the blood of an unnatural death will 
attract g~osts and evil spirits, and she wishes to protect her 
family from this additional danger. There may be a more 
profound compassion at work. But since her character is 
slightly drawn, it is not possible to interpret such actions 
as deriving from any particular quality within her. 
H.B. Jassin and B. Rangkuti comment on Diah's sensibility, 
contrasting her in this respect with Sri and the others. Jassin 
says: 
... , tapi pikiran kemanusiaan yang 
Lebih agung muncu"l pada gadis Diah 
yang menangisi kejadian-kejadian 
yang me"langgar perikemanusiaan.5 
(p. 131) 
... , but a more noble human 
understanding arises in the girl 
Diah, who weeps at the events 
that destroy human values. 
And Rangkuti remarks: 
Tokoh Diah, gadis dan anak dari ayah 
yang nationalist itu, menjeunakan 
rasa kemanusiaan dan kecintaan kepada 
siapa saja yang teraniaya.6 (p. 92) 
The character Diab, a girl, daughter 
of a nationalist father, is an 
embodiment of humanity and compassion 
for anyone at all who is oppressed. 
Perhaps, compared to the other characters in the story, Diah 
does show something that might be called compassion. It seems 
to me however that Jassin and Rangkuti are making too much of 
too little. 
There is nothing specifically or distinctively feminine 
about either Sri or Diah apart from Diah's sentimentality. Both 
. 
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are just ciphers through which the events are reflected. Neither 
of them takes the initiative nor acts purposefully. They serve 
as a means of recording the events that take place around them. 
Is, the elder sister is the only one who takes any initiative, 
but her role is destructive. Nevertheless, she is the only 
character who has any strength in her. However towards the end 
of the story she simply drops out and disappears. One is reminded 
-0f the wife in Bukan Pasar Ualam, who also disappears towards the 
end of the story. In these examples at least, it seems that 
Prarnoedya's capacity to handle assertive women is limited. 
B. Rangkuti in his discussion of the significance of 
the title of the story says: 
Fakta dan jalan cerita melukiskan 
bahwa Blora menyerah silih berganti 
kepada berbagai macam kekuasaan yang 
menetap diwilayah itu. 7 (p. 92) 
The events and course of the story 
show that Blora surrenders in turn 
to the various forms of authority that 
establish themselves in the region. 
There is much more to the story than this. It is about an 
entire family, in fact an entire community that submits to 
fate because it is made helpless by circumstances. The main 
focus of this submission to fate is Sri. From the very 
beginning, she has to sacrifice her hopes of completing her 
schooling because she must obey her elder sister. The 
sacrifice is in vain because the family is totally ruined. The 
only character who does not submit, is the father. If he had 
submitted he would not have died a tragic death in the jail 
fire. 
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'Dia Yang Menyerah' in tone is opposite to 'Kemudian 
Lahirlah Dia'. 'Kernudian Lahirlah Dia' ends in hope but 'Dia 
Yang Menyerah' is a story of despair, as also, in its way is 
Bukan Pasar Malam. In both the stories the moral fibre of the 
age has weakened, and people are left frustrated and aimless. 
Revolution has changed people's attitudes. They have become 
self-centred and everybody lives for himself. The bright future 
that the proclamation of the Republic was expected to herald 
has turned out to be a total deception. The price to be paid 
for the victory was so high that it extinguished all the people's 
enthusiasm before the victory was gained. In the last resort 
it turns out to have been an illusion. 
In this story Pramoedya's attitude towards Conununism 
is clearly shown. He is anti-conununist beyond doubt. He 
gives a full picture of the reign of terror under Communist 
rule which he shows as worse than anything perpetrated by the 
Japanese. 
Pramoedya makes use of one aspect of the Javanese 
religious tradition to show the means by which his central 
character copes with intolerable conditions even if it is only 
half understood. "If you accept unhappiness, it will totally 
8 disappear". Such is the teaching of Javanese traditional 
wisdom. This brings us to the three main values involved 
in the attainment of inner calm in Javanese life: terima, 
which is acceptance, sabar, usually translated as patience, 
and iklas, which means detachment from the external world so 
as not to be disturbed when things go awry in it. Iklas brings 
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psychological peace through a lack of attachment to the external 
world. Sabar brings such peace by an inward restraint of 
emotional drive. Terima brings peace through the acceptance of 
the inevitable with grace. 9 Resignation and acceptance as 
depicted in the story, even if empty, and lacking any of the 
positive content of these qualities in the Javanese tradition 
10 
mark the conclusion of 'Dia Yang Menyerah'. 
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CHAPTER 7 
CONCLUSION 
This study has surveyed a selected segment of Pramoedya's corpus 
of liter~ry work. The focus has been on Pramoedya as an author who 
writes on family relationships. The stories studied are set in Elora, 
and are representative of his early works. 
The basic premise of this thesis is that Pramoedya has written in 
various genres, that his creative writing can be classified according 
to topic and period, and that to understand him and his achievement 
more deeply, it is fruitful to isolate and discuss particular areas 
in which his creative ability manifested itself. The thesis attempts 
to examine one such area: scenes from childhood and family relation-
ships set in Elora. It thus excludes from consideration stories of 
armed conflict and those set outside Elora. In all, seven short 
stories and a novelette have been discussed. 
In the preceding chapters we have seen that the stories discussed 
have a significant number of common elements in addition to those of 
setting, time, and scale. The characters they depict are isolated, both 
from each other and from the world outside Elora. They are mostly 
static. It is as though each is conceived in a particular form and 
remains in it; most are passive victims of circumstances: there is 
little happiness and little humor. An atmosphere of nostalgia 
pervades all of these stories, and the isolated individuals that 
play their roles in them may be victims of the passage of time, of 
poverty or of war or even all three. In 'Yang Sudah Hilang' (pp. 15-44) 
a child's innocence and loving trust are destroyed by time: in 'Sunat' 
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(pp. 77-86) a child's yearning to transform himself into something 
better, to become what he imagines to be a 'good Muslim' is destroyed 
by poverty. In 'Dia Yang Menyerah' (pp. 265-340) a family and all 
its hopes are destroyed by poverty and war. Only in one story, 
'Kemudian Lahirlah Dia' (pp. 89-113) is there hope for a better future, 
when after every effort to improve the local community has been 
crushed, and the father reduced to a dispirited gambler, a child is 
born, symbolising, it seems, the coming of a new, happier generation. 
All the stories read vividly and give evidence of craftsmanship. 
Nevertheless they are stories, not autobiography. If they are based 
on memories of childhood, this is only to the extent that any writer 
uses any experience in his creative work. What we are concerned 
about is to discover how the author has structured his materials, 
and what general ideas govern his handling of these images of the 
past that he presents. 
Family life and the events occurring in a family are central to 
all of the stories discussed. From the biographical information given 
in the introduction, especially that provided by Pramoedya in the 
interview, it will be noticed that the father and mother figures, 
as they occur and recur throughout the stories, have elements in 
common with what we have learnt of Pramoedya's parents and his 
relationship with them. These experiences as they are transmuted 
in various ways into fiction, and manipulated to present a 'message' 
are common to many of the stories. Indeed, similar father and mother 
figures may be recognised in most of the stories we have been 
discussing. 
Ll2 
Since this is so, it is worthwhile reviewing the treatment of 
the pare~t figures as they occur in all the stories. The mother 
figure is central in 'Yang Sud.ah HiZang', 'Kemudian LahirZah Dia', 
'Sunat', 'Inem', and 'Yang Menyewakan Diri'.· In all of them the 
mother is presented as loving and tender, pious and comforting, 
always concerned to mould her children according to her standards 
(in 'Inem' and 'Yang Menyewakan Diri'), and never hesitating to use 
untruths if she thinks that it will serve to perpetuate her own 
ideas in her children. In contrast to the father figure who often 
has di~reputable features, she is always a model of respectability. 
She is somewhat aloof from those socially below her (in 'Inem' and 
'Yang Menyewakan Diri'), and she treats her servants with a certain 
hauteur (in 'Yang Sudah HiZang' and 'Inem'). But by this attempt 
at respectability she creates an element of dislike in her son, who 
sees through her deceits and disobeys her when he instinctively feels 
her judgements and prejudices compromise human values (for example in 
'Inem' and 'Yang Menyewakan Diri'). In 'Sunat', however, the mother 
has a relatively small role and rather strikingly shows little 
religious reverence. In this story she even tells her children 
stories about over-sexed hajis, only to break off when her husband 
approaches. Strikingly, in 'Yang Sud.ah HiZang' and 'Inem', she is 
little by little revealed as a hypocrite. Nevertheless, it is the 
mother - son relationship -that is usually dominant in these stories 
of childhood experience, even though the relationship is flawed . 
In virtually every story the father figure gambles, although the 
level of tension this gambling generates is not constant. It is most 
evident in 'Kemudian Lahirl,ah Dia'. In Bukan Pasar MaZam on the other 
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hand, so far from being a cause of shame, it is evidence of the man's 
extraordinary qualities. Perhaps in the writing of this story, the 
author had for a time at least come to terms with his experience of 
a father who gambled~ and could portray such a character in a different 
light. 
The fathers in the stories, however, do not only have gambling in 
connnon. They are usually reserved, self-willed, · self-satisfied men 
who care little for the feelings of their families. In both 'Yang 
Sudah Hilang' and 'Kemudian Lahirlah Dia' the father shows no concern 
for his wife's feelings, and most of the time ignores her totally. In 
'IJia Yang Menyerah' too the image of the father is that of a self-
centred man working to satisfy his own ego. 
Thus in the stories we have discussed the father is portrayed as 
a remote figure, not the centre of his family. His relationship with 
his wife and children is at best strained. He shows little affection 
for his children, even when the child pines for him as in 'Yang Sudah 
Hilang'. Indeed there is a moving description in 'Yang Sudah Hilang' 
of the child's longing to be close to and loved by his father. In 
other stories, however, the child appears indifferent to him as in 
'Kemudian Lahirlah IJia', 'Suna.t' and 'Yang Menyewakan Diri'~ Such a 
gap between father and son occurs in virtually every story that we 
have discussed. The sole exception is Bukan Pasa:r Malam, but the 
exception is only partial. Although the son still resents the father's 
neglect of the family, this story shows a coming to terms with the 
father as a gambler, and the deep rift between father and son bridged 
by a reconciliation when the father is on his death-bed. Yet, here too 
the rift springs from the same cause as in the other stories: a 
natural tendency on the part of a father to be distant from his 
L 
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children, his preoccupation with his own interests, his inability or 
unwillingness to support his children - as appears very clearly in 
'Dia Yang Menyerah'. In his treatment of father figures in the stories, 
it is difficult to avoid seeing the relevance of Pramoedya's remark 
that he wrote to achieve an emotional cathersis. 
The writer Ajip Rosidi comments on father and son relationships. 
Although he is using the word Indonesia, it should be understood as 
meaning Java: 
Rata-rata orang tua (terutama ayah) Indonesia dalam 
kehidupan kampung, merasa suclah cukup menjalankan 
tugas kewajibannya kalau ia telah bekerja dan memberi 
anak isterinya makanan dan pakaian untuk (sekedar) 
hidup. Jarang sekali sang ayah menyediakan waktunya 
khusus untuk bergaul dengan anak-anaknya, apa pula 
main-main, terutama kalau anak-anaknya itu sudah 
mulai meningkat besar. 
Memang, ayah-ayah Indonesia pun suka sekali-sekali 
keluar dengan anak-anaknya, tetapi itu biasanya hanya 
semasa anak itu masih kecil saja. Kalau anak itu telah 
bisa bermain sendiri dengan teman-temannya, biasanya 
peranan orang tua hanya terbatas pada mengGlJ)asi 
saja dan tidak mengauli atau berbuat sebagai teman 
anaknya sebagaimana Zazim da Zam masyarakat barat. 
Keadaan seperti itu tentu mempunyai akibat-akibat 
yang tak diharapkan. Rata-rata anak-anak Indonesia 
Zebih merasa dekat kepada bundanya daripada kepada 
ayahnya.l 
In general Indonesian parents (especially the father) 
in village society feel that they have performed their 
duties when they have given their wives and children 
enough food and clothing. They seldom give their time 
to play with their children, especially when the 
children are growing up. 
At times Indonesian fathers like to go out with their 
children, but only when the children are still small. 
When the children can amuse themselves with friends of 
their own, the father's role is only to supervise them 
and not to interact with them or to act as a friend to 
their children as is usual in the west. 
This situation naturally has negative effects. Most 
Indonesian children feel closer to their mother than 
to their father. 
·, 
l 
135 
What Ajip Rosidi says about the relationship between mother and child 
is illustrated in these stories of Pramoedya. 
Hildred Geertz, an American anthropologist makes this point in 
her study of Javanese family. Having indicated that the period of 
closeness to the father ends when the child is about five years old, 
she goes on: 
In the Javanese family the mother exerts the real 
authority but the father receives the respect. The mother 
seeks constantly to protect the child against the perils 
or upsets of life, to exclude startling or shocking 
experiences and because of that there begins to develop 
a bond of warmth and affected between them.2 
To a degree, in Pramoedya's stories, roles of the father and mother 
are thus stereotypes, and appear to reflect the social situation 
as described by A. Rosidi and H. Geertz. In other words, there is 
a correspondence between the kind of relationships in the Javanese 
family as perceived by these observers, and the kind of family 
relationships that Pramoedya presents in his creative writing. 
While this is what one would expect, Pramoedya being a Javanese, 
nevertheless, the picture that he creates is a very individual, 
personal one, and a direct relationship between his short stories 
and social reality may well be at best indirect. 
As for the child, in all the stories, he has simply to endure, 
observe, and draw his own conclusions about the values that guides 
his parents' lives. His -role is passive, yet he observes his parents' 
weaknesses: he sees the father for what he is, a compulsive uncaring 
gambler (in 'Yang Sud.ah Hilang' and 'Kemudian Lahirlah Dia') and 
beneath the mother's virtuous exterior, within her, he discerns an 
unfeeling hypocrisy (in 'Yang Sud.ah Hilang' and 'Inem'). 
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Pramoedya's treatment of father-and-mother, husband-and-wife 
relatio~ships also deserve some attention. They are not well developed 
in these stories, but the little information that is given shows more 
distance and conflict than harmony. This conflict is most clearly 
evident in 'Kemudian Lahirlah Dia' and 'Yang Sudah HilantJ'. A principal 
point of conflict is the father's frequent absence from home in order 
to gamble, an example of the wife's pain and bitterness is shown in 
'Kemudian Lahirlah Dia'. But even apart from this, there is never 
any evidence of intimacy or personal interaction between husband and 
wife. -In none of these stories is there any closer relationship than 
that between the narrator of Bukan Pasar Malam and his wife. In this 
story it will be remembered that husband and wife hardly exchange a word. 
Naturally, the conflict is shown from different perspectives in the 
various stories. It is resolved in one or two cases - in 'Pelarian 
Yang Tak Vicari', (the story of a woman who ran away from her husband) 
there is a return to normality. But even though a conflict is resolved, 
it can hardly be said that a meaningful relationship develops. Only 
routine makes life bearable. In 'YarztJ Menyewakan Diri. ', (the story 
about a child's friendship with Kek Leman, a 'hired killer') it may 
be noted, the gap is between both parents and a child, who seeks human 
contact with poor neighbours. 
One final remark about family relationships in the stories concerns 
the occasions on which a child has to accept the responsibilities of an 
adult, notably 'Inem', in which Inem at the age of eight has to accept 
first the responsibility of supporting her family by working as a 
servant, and then the responsibilities of married life. We have given 
a full account of the responsibilities that Sri in 'Dia Yang Menyerah' 
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has to accept. As we have noted, there are many elements of Pramoedya's 
life reflected in the stories. Even this last example of the child 
forced to carry the responsibilities of an adult has its counterpart 
in Pramoedya's life. When Pramoedya's mother was sick and his father 
gambled . he was forced to take up the responsibilities of supporting 
the family. When his mother died, his younger sister had to assume 
the responsibilities of the mother in looking after the family. 
Nevertheless, essentially Pramoedya is standing apart from 
society, and though a child narrator, in his stories, he is offering 
an implicit judgement on his society. 
A study of the stories and the way in which Pramoedya presents 
the characters shows something of his technique. Despite his skill 
as a writer, or perhaps because of it, it is easy to forget that he 
is not writing autobiography. Despite the convincingness of the 
scenes from the past and their accuracy it must never be forgotten 
that he is manipulating his materials, in this case his memories, 
in the light of the present. Not all of the events he describes 
need have occurred in the past: they may well have been invented 
as he wrote, and projected back into the past, in much the same way 
as he re-created the dialogue appropriate to his characters. At 
times his characters may have been close to his own experience with 
his parents, at other times they may have been remote. They may have 
been invented. But in every case the central point in the story 
is a key idea that the material is manipulated .to illustrate. _ 
Pramoedya is writing as an adult, and his concerns are those of an 
adult. The scenes from childhood in these stories are those through 
which he could express his basic ideas most effectively. The views 
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of the child narrators are in fact views of adults put into the 
mouth of a child and the technique which Pramoedya is using is that 
of the child who in his naivety can say that the emperor has no 
clothes. Indeed, the technique of using the child's innocent view 
of reality is a significant element in the strong appeal that the 
stories exercise. 
One striking feature of the characters in many of Pramoedya's 
stories that has already been mentioned is their isolation. The 
child narrator is isolated and detached from those of whom he has 
something to tell. His feelings are limited to his observations. 
Just as the child is isolated, so too the family to which he belongs 
is isolated from the broader community, and the individual members 
of a family from each other. They all seem to be wrapped up each in 
his or her own problem, even though. for the most part they share only 
one problem - poverty. It seems that the spirit of gotong royong 
(village communal help) which is supposedly common in village life 
has been lost. 
Perhaps this isolation is a reflection of the author's constant 
sense of loneliness. Such a sense of isolation is an occupational 
hazard of any writer. An excellent description of it is to be found 
in Goenawan Muhammad's essay 'You can't go home again', in which he 
says that the writer has to abandon everything that ties him to a 
collective existence - mother, family and the whole village community. 3 
Pramoedya too feels this isolation, however unwilling he is to accept 
it, and this may be why it is so marked in the stories. 
Poverty is essentially the basic problem. It makes it necessary 
for people to go against the rules. A happy family life is heavily 
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dependent on the family's economic circumstances. Pramoedya uses 
the economic depression of the thirties as background material for 
these childhood stories to illustrate how poverty even dulls the 
sensitivities and warmth that should characterize family relation-
ships, in fact every type of personal relationship: it dehumanizes 
feelings and the family unit is often distorted or broken. 
The poor in Elora are so crushed, mentally and morally, that 
survival is their supreme concern. In order to survive, all moral 
values are discarded or rendered irrelevant as people resort to evil. 
In 'Inem', Inem's father has to rob to survive. In 'Yang Menyewakan 
Diri'~ Kek Leman has to let himself be hired as a killer, in 'Pelarian 
Yang Tak Diaari', Siti has to become a prostitute, and in 'Dia Yang 
Menyerah' Pramoedya gives an even clearer picture of a family shattered 
by poverty and its members fighting for survival. Here he shows how 
people rob and kill even their neighbours when survival is at stake. 
There is, however, one exception to these stories of family dis-
integration and enmity. This is in the novelette Bukan Pasar Malam. 
In this story, there is a picture of a well developed network of 
personal relationships within the narrator's family. This is so 
a-typical that it quite overshadows the gradual break-down of the 
relationship between the narrator and his wife, a break-down in which 
poverty too plays a part. 
One incident which occurs here in this novelette but in none of 
the other stories is the death-bed reconciliation between father and 
son. Perhaps Pramoedya wrote this story as personal therapy, a 
possibility mentioned earlier. He may well have felt guilty for 
refusing to acknowledge his indebtedness to his father, for his inter-
view with me implied that he did feel indebted to him. 
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In several of the stories> for e.xample 'Inem ' and 'Dia Yang 
Menyerah', there is a kind of fatalism, which is Javanistic in 
character. Very rarely can the characters choose their own fate, 
in fact they do not even try. They seem to have no control over 
their circumstances. Inem ('Inem'), Kek Leman ('Yang Menyewakan Diri'), 
Siti ('Pelarian Yang Tak Dicari'), Sri and her family ('Dia Yang 
Menyerah'), and the mother figures in most of the stories discussed, 
are all carried along by fate, either because of lack of education, 
the pressure of society or perhaps simply the belief that their fate 
is pre-determined. Surrender to fate or time is thus a key theme in 
these works, and the most powerful image of human helplessness and 
passivity is the banks of the River Lusi which are mercilessly eroded 
by the current of water streaming between them. 
Pramoedya is not concerned only with individuals and their problems, 
he is also concerned with exposing the destructiveness of poverty and 
the weakness of the traditional way of life (conveniently referred to 
as adat) to defend those most in need of protection. From most of the 
stories discussed, it is obvious that adat was still strong in Javanese 
society during the immediate pre-war period. Its authority is shown 
as being so strong that the weak and the poor cannot stand against it. 
Some of Pramoedya's characters appear helpless in the face of this 
unyielding system. Ad.at is more important than one's own feelings. 
This explains the actions of the mother in the short story 'Inem'. 
She prefers to allow a divorcee of nine to be ill-treated, rather 
than to give her shelter in her house and thus risk scandal. From her 
point of view, it is better to abide by the traditions of her village 
than to be moved by compassion with a suffering child. But from our 
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point of view, and perhaps the author's too, her actions are simply 
hypocritical. 
Despite the destructive effects of adat on individuals, those 
who benefit from it seek to maintain it. Like other social institu-
tions adat too can be manipulated by the strong to exploit the weak. 
The stories emphasize the limitations of the traditional system; adat 
never comes to help when one is really in need. The young members of 
a family for example, must defer to their elders. Thus in 'Dia Yang 
Menyerah', Sri and her sisters could not protest when their relatives 
took away all their mother's belonging when she died. They could not 
protest even when their elders wronged them. 
These values are reinforced by the Javanese community ethos. The 
worst form of behaviour is that whi.cb is not controlled, which expresses 
individual thoughts and emotions based on passions and sudden impulses. 
All behaviour has to conform to traditional rules and becomes a formalism 
which conceals real thoughts and emotions. Spontaneity is not appreciated 
and frankness is not a virtue. Such behaviour is considered as 
characteristic of children or eccentrics and is said to be kasar -
coarse, expressing lack of education and emanating from those of low 
. 1 d. 4 socia stan ing. It shows immaturity~ and the Javanese regard a 
5 person who behaves in this way as du.rung Jawa - not yet a Javanese. 
Pramoedya in his sto~ies presents these social priorities in a 
way that shows them doing more harm than good. In 'Inem' for example, 
he makes it clear that it is wrong to let Inem suffer just because it 
is the adat of the village that a poor girl should be married at the 
age of eight, that she should be humiliated when divorced because she 
has become a disgrace to her family according to ad.at, and that it 
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should be regarded as against propriety to give her a home in a house 
in which live unmarried young men. In 'Pelarian Yang Tak Vicari' 
Pramoedya makes several points: it is wrong that people for want of 
money and education should live in the closed circle of poverty; it 
is wrong that only a deadening routine can make life bearable; it is 
wrong that others should pass judgement on those who try to survive 
in their own way. Although Siti does wrong when she runs away from 
her husband~ become a prostitute, and her husband behaves in a way 
unintelligible to the community when he welcomes her back without 
question, they both should have the right to live their own lives 
without others sneering and jeering at them. 
Pramoedya clearly cares deeply for those individuals in society 
who need the support of society, and is at the same time repelled by 
h ak h h . h . 6 t ewe nesses tat e sees int at society. The opportunity that 
the traditional system allows for exploitation of the young and the 
weak is something which is abhorrent to him. Perhaps he feels too 
that he himself has been exploited in certain ways. This exploitation 
of the young and the weak is seen in 'Inem', as we have said; in 
'Kemudian Lahirlah Dia', where the father exploits his wife's 
seemingly inexhaustible patience. In 'Yang Menyewakan mri' Kek Leman 
is also being exploited because he is poor and is forced to become 
a hireling in order to survive, and also in 'Dia Yang Menyerah'~ where 
Sri is time and again exploited. 
It seems that the individual is unable to do anything which will 
improve his circumstances. And becaus-e of circumstances and poverty, 
the individual is helpless. In 'Sunat' religion offers the opportunity 
for change but that too is destroyed by poverty. In only one of the 
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stories is there hope ('Kemudian Lahirlah Dia' - chance of a new 
generation) and in others there is none. Pramoedya as a writer seems 
to be showing a sense of moral anger at the helplessness of the 
people he is writing about. 
Yielding to time too does not seem to be fruitful. In many of 
the stories time is in fact a destructive agent. The passing of time 
brings despair and a sense of physical loss as depicted by the mother 
figures and other characters in most of the stories. As in Bukan Pasar 
Malam the heaps of red earth washed away by rain are a symbol of the 
ravages· of time. 
This emotion of profound, destructive disappointment seems to 
reflect the author's own experience of bitter disillusionment. There 
are so many things that betray human trust. Bukan Pasar Malam seems to 
draw together all the problems of the other short stories from Elora. 
The revolution has betrayed the faith. placed in it. Every ideal the 
father had was disappointed. Most of all, we see that money is vital 
for survival. Without it one is helpless and this is also one of the 
reasons why the narrator and his wife have a strained relationship. 
Most of their arguments are because of money. 
In the early stories we have discussed, Pramoedya has used scenes 
from childhood to express a restrained but passionate moral indignation 
at the effects of poverty_ on society. He has taken elements of reality 
as instruments to express his views. The way in which he has used 
these scenes from childhood for his message is highly individual and 
has no counterpart in the writings of other Indonesian writers. His 
stories vary in their effectiveness. To the extent that they cover 
the same ground, they are repetitive. The flaws they contain, however, 
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do not detract from Pramoedya's importance. In these early works ) 
all written before he was twenty-f~~~we find a description of t he 
hypocrisies, pressures, deceits and ideals in Javanese family life 
with a quality that no writer of Indonesian fiction had achieved 
before him, and that have not been equalled since. 
Behind each of these stories is a moral passion, an impulse of 
pain and frustration at why things are the way they are: sometimes 
there is a vision of a new world, sometimes an exposure of the 
corruption of the system; sometimes there is simply a means of 
enduring the unendurable; sometimes there is despair; sometimes 
there is a mosaic of hopes and despairs, and the relationships 
between the characters take over. In the stories there is no preaching. 
But this restraint is lost after 1956. 
In fact, from 1954 onwards. it seems that Pramoedya no longer has 
the reserves of profoundly felt complex experience from which to draw 
the symbols for his literary creation. The materials of his childhood 
are no longer sufficient to serve the new, radical development of his 
political and intellectual horizons. In an interview with Nadi Insan 
(a literary magazine) in April 1981 in which he discussed the difference 
in his writings before and after the mid 1950's, Pramoedya is quoted 
as saying that the difference is due to the fact that his early writings 
were the result of a long maturation of his childhood experiences to 
the time he wrote them down (hasiZ pengendapan da.ri pengaZconan sejak 
keciZ sampai waktu menuZiskannya). In the later half of the fifties 
his writings reflected more his innnediate experiences and thus there 
was no time for them to mature in his subconscious (belum cukup 
pengendapan). 7 Perhaps that is the reason too, why later Pramoedya 
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was to turn to biography (Panggil Aku Kartini Saja) and history~ in 
order to find materials and a framework for his writings. This is 
reflected in his tetrology of historical novels (only the first two 
have been published, in 1980), entitled Bwni Manusia (This Earth of 
Mankind), Anak Semua Bangsa (Child of All Nations), Jejak Langkah 
(Foot-steps) and Rwnah Kaea (Glass House) which became very popular. 
The publication and translation into English of the first volume 
Bwnu Manusia has created wide interest in Pramoedya and his works. 8 
Unfortunately, however, this i.s not the time to discuss them. 
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APPENDIX A 
The following is a list of short stories in the Cerita Dari 
Elora collection. 
1. Yang Sudah Hilang - 1950. 
2. Yang Menyewakan Diri - 1951. 
3. Inem - 1950. 
4. Sunat - 1950. 
5 • Kemudian Lahir lah Dia - l 9 5 0. 
6. Pelarian Yang Tak Dicari - 1950. 
7. Hidup Yang Tak Diharapkan - 1950. 
8. Hadiah Kaunn - 1950. 
9. Anak Haram - 1950. 
10. Dia Yang Menyerah - 1950. 
11. Yang Hitam - 1950. 
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APPENDIX B 
The following is a list of some of Pramoedya's early major writings. 
Original works: 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
Perburuan (novel) . . . . . . . . . . . . . . . . . . . . . . . . . . 
Percikan Reva Zusi ......................... . 
(a collection of eleven short stories) 
Keluarga Gerilya (novel) ....•............... 
Subuh : .................................... . 
(a collection of three short stories) 
Mereka Yang Dilumpuhkan 1 
(novel) 
. . . . . . . . . . . . . . . . . . 
Mereka Yang Dilumpuhkan 2 •••••••••••••••••• 
(novel) 
Dia Yang Menyerah . . . . . . . . . . . . . . . . . . . . . . . . . 
(long short story, later to be included in 
the collection Cerita Dari Elora) 
Bukan Pasar Malam 
(short novel) 
Cerita Dari Elora 
. . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . 
(a collection of eleven short stories) 
Cerita Dari Jakarta ....................... . 
(a collection of twelve short stories) 
10. Suatu Peristiwa Di Banten Selatan ......... . 
(a novel) 
Balai Pustaka, 
Jakarta, 1950. 
Gapura, Jakarta, 
1950. 
Pembangunan, 
Jakarta, 1950. 
Pembangunan, 
Jakarta, 1950. 
Balai Pustaka, 
Jakarta, 1950. 
Balai Pustaka, 
Jakarta, 1951. 
Balai Pustaka 
Jakarta, 1951. 
Balai Pustaka, 
Jakarta, 1951. 
Balai Pustaka, 
Jakarta, 1952. 
Grafica 
Jakarta, 1957. 
Jawatan Pengerahan 
Tenaga Rakyat, 
Jakarta, 1959. 
Translations: 
From Russian (via English/Dutch) 
1. Leo Tolstoi, Kembali Pada. Cinta Kasihmu, Balai Pustaka, 
1950. 
From the Dutch version: Huwelijksgeluk. 
2. Leo Tolstoi, Perjalanan Jiarah yang Aneh, Badan Penerbit 
Kristen Indonesia, Jakarta 1954. 
Original unidentified. 
3. Michail Sjolochov, Kisah seorang Perajurit Sovyet, Penca, 
Jakarta 1956. 
From the English version: Fate. 
4. Maxim Gorki, Ibunda, Pembaruan, Jakarta 1956. 
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From the English version: Uother, and the Dutch version: Moeder. 
5. Alexander Kuprin, Asmara dari Rusia, Tenaga, Jakarta 1959. 
From the English version: The Garnet Bracelet. 
6. Boris Polewoi, Manusia Sejati, Pembaruan, Jakarta 1959. 
From the English version: The Real !Jan. 
From Chinese: 
1. He Tjing Tje & Ting Ji, Dewi Uban, Pustaka Bahasa Asing, 
Peking 1958. 
From the English version: The vlhite Haired Girl. 
From American: 
1. John Steinbeck, Tikus dan 11anusia, Pembangunan, Jakarta 1950. 
Original title: Of Mice and Men. 
His novels and short stories (from the Cerita Dari Elora 
collection) that have been translated into English, Dutch, Russian 
and Chinese are the following: 
r 
1. 
2. 
3. 
4. 
5. 
6. 
7 . 
8. 
Yang Sudah Hilang : 
Sunat: 
Kemudian Lahirlah Dia: 
Pelarian Yang Tak Dicari: 
Badiah Kawin: 
Hidup Yang Tak Diharapkan: 
Dia Yang Menyerah: 
Keluarga Gerilya: (novel) 
Into Dutch, Enelish, 
Russian and Chinese. 
Into Russian. 
Into English. 
Into Russian. 
Into Russian. 
Into Russian. 
Into Dutch. 
Into Chinese, English 
and Russian.* 
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Among his important essays illustrating the development 
of his thought are the following: 
1. Swnber Cipta Dalcun Kesenian. 
Published in Indonesia, no. 4, year 3, April 1952. 
2. Kesusastraan Sebagai Alat. 
Published in Indonesia, no. 7, year 3, July 1952. 
3. Definisi dan Keindahan dalcun Kesusastraan. 
Published in Indonesia, no. 8, year 3, August 1952. 
4. Tentang Angkatan. 
Published in Indonesia, no. 12, year 3, December 1952. 
5. Perbedaan-perbedaan Uenyolok yang Barus Dikenal Tentang 
Cabul Tidaknya Sebuah Basil Kesusastraan. 
Published in Indonesia, no. 5, year 4, May 1953. 
6. ~1encari sebab-sebab Kemunduran Kesusastraan Indonesia DeLJasa Ini. 
Published in Indonesia, no. 6/7, year 4, June/July 1953. 
7. Hidup dan Kerja Sastrawan Indonesia Moderen. 
Published in Seni, no. 1, year 1, January 1955. 
l 
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8. Lahirnya Sebuah Cerita Pende k . 
Published in Kisah, no. 9, year 4, September 1956. 
His most recent novel published after his release from 
jail in December 1979 is Bumi lfanusia (Hasta - Mitra, Jakarta -
Amsterdam,. 1980), a work of 328 pages written while he was on the 
island of Buru. It is based on the life and times of a mistress 
(nyai) of a Dutch colonial official in the late nineteenth 
century. 
* B. ~angkuti, Pramoedya Ananta ~oer dan Karya Seninya, (P.T. 
Gunung Agung, Jakarta, 1963), pp. 27-30. Unfortunately 
B. Rangkuti does not give any bibliographical references 
for the book titles he lists. 
r 
APPENDIX C 
GLOSSARY 
Adat custom, tradition. 
Begal robber - membegal to rob. 
Beksa a type of classical dance. 
Canang crier's cymbal. 
Dukun shaman, medicine man, folk healer. 
Durhaka rebellious, sinful. 
Falah victory, prosperity, success. 
Gelap dark, not clear. 
Gamelan Javanese orchestra; the musical instruments played 
during a wayang performance. 
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Gara-gara (goro-goro) a scene in part two of the wayang play. 
Hiburan consolation, entertainment. 
Ikat kepala head dress. 
Joget a kind of folk dance. 
Kek/Kakek grandfather. 
Kemenangan victory, success (equivalent of the Arabic Falah s.u.). 
Ketoprak a kind of stage show (popular opera in Central and East 
Java). 
Kiyai teacher in Islam, religious perceptor. 
Kurawa literally, "decendents of Kuru" the ninety-nine brothers 
and one sister who rule Astina, first cousin and enemies of the 
Pandawa. 
Ladang dry field (not irrigated). 
Lebarah festival marking the end of the fasting month. 
Lekra (Lernbaga Kebudayaan Rakyat) Institute of People's 
Culture, a left wing literary organisation. 
Lembayung crimson. 
153 
Mas 'brother' (a term of address used to equals or sometimes 
seniors in a situation of familiarity). 
Masuk angin to catch a cold. 
Mengaji to recite the Qur'an. 
Merah reel. 
Nek/Nenek grandmother. 
Pak/Bapqk father. 
Pandawa literally, "Sons of Pandu" (Judistira, Bima, Ardjuna, 
Nakula, Sadewa), cousins of the Kurawas. 
Pasrah submit, surrender. 
Peci type of cap of black velvet. 
Pedas hot, biting, severe. 
Pejuang soldier, fighter. 
Pendopo front veranda, porch. 
Penghulu village chief, Muslim religious official. 
Priayi the upper middle class (in Javanese society). 
Sakarat/sekarat to be in death's throes, agony of death. 
Sandiwara play, drama. 
Sarong tubular form of cotton garment for lower half of the body. 
Sawah wet rice field. 
Sinar ray, gleam. 
Surat letter. 
Swadeshi an Indian inspired self-help movement. 
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Ti dak selamat tujuh keturunan, tidak selamat is a curse; 
tujuh keturunan seven generations; accursed for seven generations. 
Wayang* shadow play, a shadow puppet, also used of any of the 
Javanese dramatic presentations, even when human beings are 
performing (wayang wong, wayang topeng). 
Wayang Kulit* a shadow puppet made of hide (kulit). This form 
is used to portray a variety of story cycles, the principal 
ones being the Pandawa stories, the story of Rama, stories about 
Arjuna Sasrabahu and Javanese mystical stories. It is also the 
form used for the Panji stories. 
Wayang PuI'Wa* purwa means old, primal, ancient, and the term 
wayang purwa has usually been translated as 'wayang of olden 
times' or 'shadow of the past', etc. Recent research by Professor 
Ensink suggested that a more accurate rendering may be 'wayang 
based on the parvan', that is based on the books (parvan) of 
the Mahabharata. 
* J. S. Kemball, Javanese Shado1iJ 'Puppets , (Published by 
The Trustees of the British Museum, 1970), p. 64. 
, 
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